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= JOHN RUSKIN = 




ADVERTISEMENT. 



It is not generally known that Mr. Euskîn contributed a 
number of most interesting articles, on the Poetry of Architec- 
ture, <fec., to this Magazine (Loudon's Architectural Magazine), 
under the nom-de-plume of " Kata Phusin." — London Gâta" 
logue. 



Massachusetts, Feb., 1873. 
Messrs. Wiley & Son, 

Dear Sirs : — I find in Loudon's Magazine of Architecturo, 
of perhaps 30 years ago, a séries of charming articles, with illus- 
trations, entitled Villa and Cottage Architecture, signed " Kata 
Phusin," which must surely hâve been written by jRuskin — his 
style J)erfectly. Yours truly, 

H. W. P. 
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THE POETRT 



OP 



ARCHITECTURE. 



INTKÔDUCTION. 

The Science of Architecture, followed ont to its full ex- 

tent, is one of the noblest of those wliich liave référence 

only to the créations of human minds. It is not merely 

a science of the riile and compass, it does not consist only 

in the observation of just rule,or of fair proportion : it is, 

or ought to be, a science of feeling more than of rnle, a 

niinistry to the mind, more than to the eye. If we con- 

sider how mnch less tlie beanty and majesty of a buildmg 

dépend upon its pleasing certain préjudices of the eye, 

than upon its rousing certain trains of méditation in the 

mind, it will show in a moment how many intricate 

questions of feeling are involved in the raising of an 

édifice ; it will convince us of the truth of a proposition, 

which might at first hâve appeîred startling, that no man 

can be an architect, who is not a metaphysicîan. 

To the ilhistration of the department of this noble 

science wliich may be designated the Poetry of Archi- 
1 



2 THE POETRY OF AECHITEOTUEE. 

tecture, tliis and some future articles will be dedicated. 
It is .this peculiarity of the art which consti tûtes its 
nationality ; and it will be found as interesting as it is 
useful, to trace in the distinctive characters of the archi- 
tecture of nations, riot only its adaptation to the situation 
and climate in which it has arisen, but its strong similarity 
to, and connection with, tlie prevailing turn of inind by 
which the nation who first employed it is distinguished. 

I consider the task I hâve imposed upon myself the 
more necessary, because this department of the science, 
perhaps regarded by some who hâve no ideas beyond 
stone and mortar as chimerical, and by others who think 
nothing necessary but truth and proportion as useless, 
is at a miserably low ebb in England. And what is 
the conséquence? We hâve Corinthian columns placed 
beside pilasters of no order at ail, surmounted by mon- 
Btrosified pepper-boxes, Gothic in form and Grecian 
in détail, in a building norainally and peculiarly national ; 
we hâve Swiss cottages, falsely and calumniously so 
entitled, dropped in the brick-fields around the metropolis ; 
and we hâve staring, square-windowed, flat-roofed gen- 
tlemen's seats, of the lath and plaster, mock-magnificent, 
Regent's Park description, rising on the woody promon- 
tories of Derwent Water. 

How deeply is it to be regretted, how much is it 
to be wondered at, that, in a country whose school of 
paînting, though degraded by its System of meretrîcious 
colouring, and disgraced by hosts of would-be imitators 
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THE POETRT OF AECHITECTUBB. ô 

of inimitable îndividuals, is yet raised by the dis- 
tinguished talent of those îndividuals to a place of well- 
deserved honour ; and the studios of wliose sculptors are 
fiUed with designs of the most pure simplicity, and 
most perf ect animation ; the school of architecture should 
be so miserably debased ! 

There are, however, many reasons for a f act so lamenta- 
ble. In the first place, the patrons of architecture (I am 
speaking of ail classes of buildings, from the lowest to 
the highest,) are a more nUraerous and less capable class 
than those of painting. The gênerai public, and I 
say it with sorrow, because I know it from observation, 
hâve little to do with the encouragement of the school of 
painting, beyond the power which they unquestionably 
possess, and unmercif uUy use, of compeliing our artists to 
substitute glare for beauty. Observe the direction of 
public taste at any of our exhibitions. We see visitors, at 
that of the Society of Painters in Water Colours, passing 
Taylor with anathemas and Lewis with indifEerence. to re- 
main iiL révérence and admiration before certain amiable 
white lambs and water-lilies, whose artists shall be name- 
less. We see them, in the Royal Academy, passing by 
Wilkie, Turner, and Callcott, with shrugs of doubt or of 
scorn, to fix in gazîng and enthusiastic crowds upon ket- 
tles-full of witches, and Ilis Majesty's ships so and so 
lying to in a gale, &c., &c. But thèse pîctures attain 
no celebrity because the public admire them, for it is not 
to the public that the judgment is intrusted. It is by the 
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4 THE POETRY OF ARCHITECTURE. 

cliosen few, by our nobilitj^ and men of taste and talent, 
that the décision is made, the famé bestowed, and the 
artist encouraged. Not so in architecture. Tliere, the 
power is generally difiEused. Every citizen may box him- 
self up in as barbarous a^ tellement as suits lii» taste or in- 
clination ; the architect is his vassal, and must permit him 
not only to criticise, but to perpetrate. The palace or the 
nobleman's seat may be raised in good taste, and become 
the admiration of a nation ; but the influence of their 
owner is terminated by the boundary of his estate ; he 
has no command over the adjacent scenery, and the pos- 
sessor of every thirty acres aroiind him lias him at 
his mercy. The streets of our cities are examples of the 
efiEects of this clashing of différent tastes; and they 
are either remark'able for the utter absence of ail attcm])t 
at embellishment, or disgraced by every variety of abomi- 
nation. 

Again, in a climate like ours, those few who hâve know- 
ledge and feeling to distinguish what is beautiful, are f rc- 
quently prevented by varions circumstances from erecîting 
ît. John Bull's comfort perpetually interfères with his 
good taste, and I should be the first to lainent his losiiig so 
miich of his nationality, as to permit the latter to prevail. 
He cannot put his Windows into a recess, without darkei)- 
ing his rooms ; he cannot raise a narrow gable above his 
walls, without knocking his head against the raf ters ; and, 
worst of ail, he cannot do either, without beîng stigmatized 
by the awful, inévitable epithet, of "a very odd man." 
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Eut, though much of the dégradation of our présent school 
of architecture is owing to the want or the nnfitness of 
patrons, surely it is yet more attributable to a lamentable 
deficiency of taste and talent among our architects them- 
selves. It is true, that in a country afifording so little en'- 
couragement, and presenting so many causes for its ab- 
sence, it cannot be expected that we should hâve any 
Michael Angelo Buonarottis. The energy of our architects 
is expended in raising, " neat " poor-houses, and " pretty " 
charîty schools ; and, if they ever enter upon a work of 
a hîgher rank, economy is the order of the day : plaster 
and stucco are substituted for granité and marble ; rods 
of splashed iron for columns of verd-antique ; and, in the 
wild struggle after novelty, the fantastic is raistaken for 
the gracef ul, the complicated for the imposing, superfluity 
of omament for beauty, and its total absence for simplicity. 
But ail thèse dîsadvantages might in some degree be 
counteracted, and ail thèse abuses in a great degree pre- 
vented, were it iiot for the slight attention paid by our 
architects to that branch of the art which I hâve above 
designated as the Poetry of Architecture. AU nnity of i 
feeling (which is the first principle of good taste) is neg- ' 
lected ; we see nothing but incongruous combination : we 
hâve pinnacles without height, Windows without light, col- 
umns with nothing .to sustain, and buttresses with nothing 
to support. We hâve parish paupers smoking their 
pipes and drinking their béer under Gothic arches and 
Bculptured niches; and quiet old English gentlemen reclin- 
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îng on crocodile stools, and peeping out of the Windows 
of Swiss chalets. 

I shall attempt, therefore, to endeavour to illustrate the 
principle from the neglect of wliich thèse abuses hâve 
arisen ; that of unity of f eeling, the basis of ail grâce, the 
essence of ail beanty. We shall consider the architecture 
of nations as it is inflnenced by theîr feelings and manners, 
as it is connected with the scenery in wliich it is fonnd, and 
with the skies under wliich it was erected ; we shall bo 
led as mnch to the street and the cottage as to the temple 
and the tower; and shall be more interested in buildings 
raised by feeling, than in those corrected by inile. We 
shall commence with the lower class of édifices, proceed- 
ing from the road-side to the village, and from the village 
to the city ; and, if we succeed in directing the attention 
of a single individual more directly to this most interest- 
ing department of the science of architecture, we shall not 
hâve written in vain. 




THE COTTAGE. 

I. The Lowland Cottage. — England and France. 

Of ail embellishments by wliich the efforts of raan can 
enhauce the beauty of natural scenery, those are tlie most 
effective wliicli can give animation to the scène, while the 
spirit which they bestow is in unison with its gênerai 
character. It is generally désirable to indîcate the pré- 
sence of animated existence in a scène of natural beauty ; 
but only of such existence as shall be inibued with the 
spirit, and shall partake of the essence, of the beauty, 
which, without it, would be dead. If our object, there- 
fore, is to embellish a scène the character of which is 
peacef ul and unpretending, we must not erect a building 
fit for the abode of wealth or pride. However beautif ul 
or imposing in itself, such an object inimèdiately indi- 
cates the présence of a kind of existence unsuited to the 
scenery which it inhabits ; and of a mind which, when it 
sought retirement, was unacquainted with its own ruling 
feelîngs, and which consequently excites no sympathy in 
ours; but, if we erect a dwelling which may appear 
adapted to the wants, and sufficient for the comf ort, of a 
gentle heart and lowly mind, we hâve instantly attained 
our object : we hâve bestowed animation, but we hâve not 
disturbed repose. 
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It Î8 for thîs reafion fliat the cottage is one of the embel- 
lishmcnts of natural Bcenery wliich deserve attentive con- 
sîderatii')!!. It is beautiful alwavs, and evervwhere: 
whether lookîng ont of the woody dingle with its eye-like 
window, and sending up tlie motion of aznre smoke l)e- 
tween the silver trunks of aged trees; or grouped among 
the bright com-fields of the fmitfnl plain; or forniing 
grey clusters along tlie filope of the inonntain side, the 
cottage alwayB givcs the idea of a thing to be beloved : a 
' quiet life-giving voice, that is as peaceful as silence itself. 

With thèse feeh'ngs, we sliall dévote sonie time to the 
considération of the prevailîng characters, and national 
pecnliarîties, of Europcan cottages. The principal thing 
worthy of observation in the lowland cottage of England 
is its finished neatness. The thatch is firmly pegged 
down, and mathematically leveled at the edges; and, 
thoiigh the martin is permitted to attach liis humble 
domicile, in undistnrbed security, to the caves, lie may be 
considered as enharicing the effect of the cottage, by in- 
creasing its usefulness, and making it contribute to the 
comfort of more beings than one. The whitewash is 
Btainless, and its rough surface catches a side light as 
brightly as a front one : the luxuriant rose is trained 
gracefnlly over the window; and the gleaming lattice, 
divided not into heavy squares, but into small pointed 
diamonds, is tlirown half open, as is just discovered by its 
glance among the green leaves of the sweetbrier, to ad- 
mit the I^reeze, that, as it passes over the flowei's, becomes 
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full of theîr fragrance. The lightwooden porch breats 

the flai of the cottage face by its projection; and a branch 

or twc of wanderîng honeysuckle spread over the low 

hatch. A few square feet of garden, and a latched 

wicket, persuading the weary and dusty pedestrian, with 

expressive éloquence, to lean upon it for an instant, and 

request a drink of water or milk, complète a picture, 

which, if it be far enough from London to be unspoiled 

by town sophistications, is a very perfect thing in its way. 

The ideas it awakens are agreeable ; and the architecture 

is ail that we want in such a situation. It is pretty and 

a2)propriate ; and, if it boasted of any other perfection, it 

would be at the expense of its propriety. 

Let us now cross the Channel, and endeavour to find a 

country cottage on the other side, if we can ; for it is a 

difficult matter. There are màny villages; but such a 

thing as an isolated cottage is extremely rare. Let us try 

one or two of the green valleys among the chalk emi- 

nences which sweep from Abbeville to Eouen. Hère is a 

cottage at last, and a picturesque one, which is more than 

we could say for the English domicile. What, then, is 

the différence? There is a gênerai air of nonchalanGe 

about the French peasant's habitation, which is aided by 

a perfect want of everything like neatness ; and rendered 

more conspicuous by some points about the building 

which hâve a look of neglected beauty, and obliterated 

ornament. Half of the whitewash is wom ofF, and the 

other half coloured by varions mosses and wandering 
1* 
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lichens, which hâve been permîtted to vegetate upon it, 
and which, though beautif ul, constitute a kind of beanty 
fi'ora which the ideas of âge and decay are inséparable. 
The tall roof of the garret window stands fantastically 
ont; and underneath it, where, in England, we had a 
plain double lattice, is a deep recess, flatly arched at the 
top, built of solid masses of grey stone, fluted on the edge ; 
while the brightness of the glass within (if there be any) 
is lost in shade, causing the recess to appear to the ob- 
server like a dark eye. The door has the same character : 
it is also of stone, which is so much broken and disguised 
as to prevent it from giving any idea of strength or sta- 
bility. The entrance is always open : no roses, or any- 
thing else, are wreathed about it ; several out-houses, built 
in the same style, give the building extent; and the 
group (in ail probability, the dependency of some large 
old château in the distance) does not peep out of copse, or 
thicket, or a group of tall and beautif ul trees, but stands 
comfortlessly between two individuals of the column of 
long-trnnked fac-similé elms, which keep guard along the 
length of the public road. 

Now, let it be observed how perfectly, how singularly 
the distinctive characters of thèse two cottages agrée with 
those of the countries in which they are built; and of 
the people for whose use they are constructed. England 
is a countiy whose every scène is in miniature. Its green 
valleys are not wide; its dewy hills are not high; its 
forests are of no extent, or, l'ather, it has nothing tbat can 
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prétend to a more sounding title than that of "wood." 
Its champaigns are miimtely chequered into fields: we 
ne ver can see far at a time ; and there is a sensé of some 
thing inexpressible, exctept by the truly English word, 
"snug," in eveiy quiet nook and sheltered lane. The 
English cottage, therefore, is equally small, equally shel- 
tered, equally invisible at a distance. 

But France is a country on a large scale. Low, but 
long, hills sweep away for miles into vast uninterrupted 
champaigns; immense forests shadow the country for 
hundreds of square miles, without once letting through 
the light of day; its pastures and arable land are divided 
on the same scale; there are no fences; we can hardly 
place ourselves in any spot where we shall not see for 
leagues around; and there is a kind of comfortless sub- 
limity in the size of every scène. The French cottage, 
therefore, is on the same scale, equally large and deso- 
late-looking ; but we shall see, presently, that it can 
arouse feelings which, though they cannot be said to 
give it sublimity, yet are of a higher order than any 
which can be awakened at the sight of the English 
cottage. 

Again, every bit of cultivated ground in England has a 
fiuished neatness ; the fields are ail divided by hedges or 
fences ; the fruit trees are neatly pruned ; the roads 
beautifully made, &c. Everything is the reverse in 
France : the fields are distinguished by the nature of the 
crops they bear ; the fruit trees are overgrown with moss 
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and niîstletoe; and tlie roads immeasurably wide, and 
miserably made. 

So much for the character of the two cottages, as they 
assîrailate with the countrîes in whîch they are found. 
Let us now see how they assimîlate with the character of 
the people by whom they are built. England is a coiintry 
of perpetually increasing prosperity and active enterprise ; 
but, for that very reason, nothîng is allowed to remain till 
ît gets old. Large old trees are eut down for timber; 
old houses are puUed down for the materials; and old 
furniture is laughed at and neglected. Everything is 
perpetually altered and renewed by the activîty of inven- 
tion and improvement. Tlie cottage, consequently, has no 
dilapidated look about it ; it is never sufFered to get old ; 
it is used as long as it is corafortable, and tlicn taken 
down and rebuilt ; for it was originally raised in a style 
incapable of resisting the ravages of time. But, in France, 
there prevail two opposite f eelings, both in the extrême : 
that of the old-pedigreed population, which préserves 
unlimitedly ; and that of the modem revolutionists, which 
destroys unmercif uUy. Every object has partly the ap- 
pearance of having been preserved with infinité care from 
an indefinite âge, and partly exhibits the évidence of 
récent ill-treatment and disfiguration. Primeval forests 
rear their vast trunks over those of many younger génér- 
ations growing up beside them ; the château or the palace, 
showing, by its style of architecture, îts vénérable âge, 
beare the marks of the cannon bail, and, from neglect, is 
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witherîng into désolation. Little is renewed: there is 
little spîrît of împrovement ; and the cnstoms which pre- 
vailed centuries ago are still taught by the patriarehs of 
the farailies to their grandchildren. The French cottage, 
therefore, is jnst such as we should hâve expected from 
the disposition of its inhabitants : its massive Windows, its 
broken ornaraente, its whole air and appearance, ail tell 
the same taie of vénérable âge, respected and preserved, 
till at last its dilapidation wears an appearance of neglect. 
Again, the Englishman will sacrifice everything to com- 
fort, and will not only take great pains to secure it, but 
he lias generally also the power of doing so ; for the Eng- 
lish peasant is, on the average, wealthier than the French. 
The French peasant has no idea of conif ort, and, theref ore, 
raakes no effort to secure it. This différence in the char- 
acter of their inhabitants is, as we hâve seen, written on 
the fronts of the respective cottages. The Englishman is, 
also, fond of display; but the ornaments, exterior and 
interior, with which he adorns his dwelling, however 
small it may be, are either to show the exteiit of lus pos- 
sessions, or to contribute to some personal profit or gratifi- 
cation : they never seeni designed for the sake of ornament 
alone. Thus, his wife's love of display is shown by the 
rows of nseless crockery in her cupboard ; and his own by 
the rose tree at the front door, from which he may obtain 
an early bud to stick in the button-hole of lus best blue 
coat on Sundays: the honeysuckle is cultivated for its 
smell, the gàrden for its cabbages. I^ot so in France. 
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There, tlie meanest peasant, with an eqiial or greater love 
of display, embellishes his dwelling as much as lies in his 
power, solely for the gratification of his feeling of what is 
agreeable to the eye. The gable of his roof is prettily 
shaped ; the niche at its corner is richly carved ; the wooden 
beams, if there be any, are f ashioned into grotesque figures ; 
and even the " air négligé " and gênerai dilapidation of the 
building tell a thousand times more agreeably to an eye 
accustomed to the picturesque, than the spruce préserva- 
tion of the English cottage. 

No building which we feel to excite a sentiment of 
mère complacency can be said to be in good taste. On 
the contrary, when the building is of such a class, that it 
can ncither astonish by its beauty, nor impress by its sub- 
limity, and when it is likewise placed in a situation so un- 
interesting as to render something more than mère fitness 
or propriety necessary, and to compel the eye to expect 
something from the building itself , a gentle contrast of 
feeling in that building is exceedingly désirable ; and, if 
possible, a sensé that something has passed away, the prés- 
ence of which would hâve bestowed a deeper interest on 
the whole scène. The fancy will immediately try to re- 
cover this, and, in the endeavour, will obtain the desired 
effect from an indefinite cause. 

Now, the French cottage cannot please by its propriety, 
for it can only be adapted to the ugliness around ; and, as 
it ought to be, and caimot but be, adapted to this, it is still 
less able to please by its beauty. IIow, then, can it please ? 
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There is no pretence to gaiety in its appearance, no green 
flower-pots in ornamental lattices ; but tlie substantial 
style of any ornaments it may po8ses8, the recessed 
Windows, the stone carvings, and the gênerai size of the 
whole, unité to produce an impression of the building 
having once been fit for the résidence of prouder inha- 
bitants ; of its having once possessed strength, which is 
now withered, and beauty, which is now faded. This 
sensé of something lost ; something which has been, and 
is not, is precisely what is wanted. The imagination is 
set actively to work in an instant; and we are made aware 
of the présence of a beauty, the more pleasing because 
visionary; and, while the eye is pitying the actual hu- 
mility of the présent building, the raind is admiring the 
îmagined pride of the past. Every mark of dilapidation 
increases this f eeling ; while thèse very marks (the frac- 
tures of the stone, the lichens of the mouldering wall, 
and the gracef ul lines of the sinking roof) are ail delight- 
f ul in themselves. 

Thus, we hâve shown that, while the English cottage is 
pretty from its propriety, the French cottage, having the 
same connexion with its climate, country, and people, pro- 
duces such a contrast of f eeling as bestows on it a beauty 
addressing itself to the mind, and is therefore in perf ectly 
good taste. If we are asked why, in this instance, good 
taste produces only what every traveller feels to be not in 
the least striking, we reply that, where the surrounding 
circumstances are unf avourable, the very adaptation tothem 
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which we hâve declared to be necessary renders tlie build- 
ing uninteresting ; and that, in the next paper, we shall 
Bee a very différent resnlt from the opérations of equally 
good taste in adapting a cottage to its situation, in one of 
the noblest districts of Europe. Our subject will be, the 

Lowland Cottage of North Italy. 
Oxftxrd^ Sept.^ 1837. 



II. The Lowland Cottage, — Italy. 

** Most musical, most melanoholy." 

Let it not be thought that we are unnecessarily detain- 
ing our readers from the proposed subject, if we premise 
a few remarks on the character of the landscape of the 
country we hâve now entered. It will always be neces- 
sary to obtain some definite knowledge of the distinctive 
features of a country, before we can form a just estimate 
of the beauties or the errors of its architecture. We wish 
our readers to imbue themselves as far as may be with the 
spirit of the clime which we are now entering ; to cast 
away ail gênerai ideas ; to look only for unison of f eeling, 
and to pronounce everything wrong which is contrary to 
the humours of nature. We must make them feel where 
they are ; we must throw a peculiar light and colour over 
their imaginations; then we will bring their judgment 
into play, for then it will be capable of just opération. 
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We have passed, it mnst be observed (in leavîng Eng- 
laiid and France for Italy), from comfort to désolation ; 
from excitement to sadness: we have left one country 
prospérons in its prime, and another frivolons in its âge, 
for one glorions in its death. 

Now, we have prefixed the hackneyed line of II Pense- 
roso to onr paper, becanse it is a définition of the essence 
of the beantiful. What is most musical will always be 
found most melancholy; and no real beauty can be ob- 
tained without a touch of sadness. Whenever the beanti- 
ful loses its melancholy, it dégénérâtes into prettiness. 
We appeal to the memories of ail onr observing readers, 
whether they have treasured np any scène, pretending to 
be more than pretty, Avhich has not about it either a 
tinge of melancholy or a sensé of danger : the one consti- 
tutes the beantiful, the other the sublime. 

This postulate being granted, as we are sure it will by 
most (and we beg to assure those who are ref ractory or ar- 
gumentative, that, were this a treatise on the sublime and 
beantiful, we could convince and quell theîr incredulity to 
their entire satisfaction by innumerable instances), we 
proceed to remark hère, once for ail, that the principal 
glory of the Italian landscape is its extrême melancholy. 
It is fitting that it should be so: the dead are the nations 
of Italy; her name and her strength are dwelling with the 
pale nations underneath the earth ; the chief and chosen 
boast of her utmost pride is the hicjacet ; she is but one 
wide sepulchre, and ail her présent life is like a shadow 
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or a memory. And, therefore, or, rather, by a most beau- 
tiful coïncidence, her national tree îs the cvpress; and 
whoever bas marked the peculîar character which thèse 
noble shadowy spires can give to her landscape, lifting 
their majestic troops of waving darkness from beside the 
fallen column, or eut of the midst of the silence of the 
shadowed temple and worshipless shrine, seen far and 
\dde over the blue of the faint plain, withont loving the 
dark trees for their sympathy with the sadness of Italy's 
sweet cemetery shore, is one who profanes lier soil with bis 
footsteps. Ever}' part of the landscape is in unison ; the 
same glory of mouming is thrown over the whole; the 
deep blue of the heavens is mingled with that of the ever- 
lasting hills, or melted away into the silence of the sap- 
phire sea ; the pale cities, temple and tower, lie gleaming 
along the champaign ; but how calmly ! no hum of men ; 
no motion of multitude in the midst of them ; they are 
voiceless as the city of ashes. The transparent air is gen- 
tle among the blossoms of the orange and the dim leaves 
of the olive ; and the small fountains, w^hich, in any other 
land, would sprîng merrily along, sparkling and singing 
among tinkling pebbles, hère flow calmly and silently into 
Bome pale font of marble, ail beautif ul with life, worked 
by some unknown hand, long ago nerveless, and fall and 
pass on among wan flowers, and scented cof)se, through 
ccx)l leaf-lighted caves or grey Egerian grottos, to join tlie 
Tiber or Eridanus, to swell the waves of Xemi, or the La- 
rian Lake. The most minute objects (leaf, flower, and 
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stone), while tliey add to thc beaiity, soom to sharo in tlio 
sadness of thc wliole. 

Bat, if oiic principal cliaractor of Italian landscapo is 
melancholy, another is elcvation. Wc liavo no Binij)lo 
riisticity of sccne, no cowslip and buttcrcuj) hinnility 
of seclusion. Tall mulberry trccw, witli fcwtoons of tho 
luxuriant vinc, puri)le with pondcrous cluBtcrn, traiUîd 
and trellised betwccn and ovcr thcm, Bhadc tho wido 
fields of stately Indian corn; luxuriance of lofty vc^o- 
tation (catalpa, and aloc, and olive), rangîng itwelf in 
lines of inassy light along tlie wan chaini)aign, guides tho 
eye away to the nnfailing wall of niountain, Alp or Apen- 
nineno cold long range of shivery grey, but dazzliug light 
of snow, orundulatîng breadth of bluo, fainter and darker 
in infinité variety; peak, precii)ice, and 2)r()niont()ry paHS- 
ing away into the wooded hillrt, each with itH tow(ir or 
white village slopîng into the plain ; caKtellated battle- 
ments cresting their undulatiouH ; Hoirie wide niajcîKtic 
river gliding along the charnpaign, the bridge on ît8 breaHt 
and the city on its shore ; thc whole canoj)i(;d with cloud- 
less azuré, basking in mistlcBs sunshine, breathing tho 
silence of odoriferous air. Now coines the question. In 
a country of thîs pomp of riatural gh)ry, tcîrii>ercd with 
melancholy memory of departed pride, what are we to 
wish for, what are we naturally to expect, in thc chara(ît(îr 
of her most humble édifices ; thoHc whîch are m(jHt con- 
nected with présent lîfe, Icast with tho past? What ara 
we to consîder fitting or beautiful in her cottage? 
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We do nbt expect ît to be comfortable, when everythîng 
aroimd it betokens decay and désolation in tlie works of nian. 
We do not wish it to be neat, where nature is most beautif ul 
because neglected. But we naturally look for an éléva- 
tion of character, a rîchness of design or f orm, which, while 
the building is kept a cottage, may yet give it a peculiar 
air of cottage aristocracy ; a beauty (no matter how dilapi- 
dated) which may appear to hâve hâve been once fitted for 
the surrounding splendour of scène and climate. Now, 
let usfancy an Italian cottage before us. The reader who 
has travelled in Italy will find little difficulty in recalling 
one to his memory, with its broad linesof light and shadow, 
and its strange, but not unpleasing mixture of grandeur 
and désolation. Let us examine its détails, enumerate its 
architectural peculiarities, and see how far it agrées with 
our preconceived idea of what the cottage ought to be? 

The first remarkable point of the building is the roof. 
It generally consists of tiles of very deep curvature, which 
rib it into distinct vertical lines, giving it a far more agree- 
able surface than that of our flatter tiling. The Jvrm of 
the roof, however, is always excessively flat, so as never to 
let it intrude upon the eye ; and the conséquence is, that, 
while an English village,* seen at a distance, appears ail red 
roof, the Italian is ail white wall ; and, therefore, though 
always bright, is never gaudy. We hâve in thèse roofs an 
excellent example of what should always be kept in mind, 
that everything will be found beautif ul, which climate cr 
situation render usef ul. The strong and constant heat of 
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tlie Italian sun would be intolérable if adinitted at the 
Windows ; and, therefore, the edges of the ro«.>f projcct 
far over the walls, and throw long shadows downwards, so 
as to keep the upper Windows eonstantly cool. Thèse 
long oblique shadows on the white surface are always de- 
lightfulj and are alone sufficient to give the building char- 
acter. They are peculiar to the buildings of Spain and 
Italy ; for owing to the gênerai darker color of those of 
more northerly climates, the shadows of their roofs, how- 
ever far thrown, do not tell distinetly, and render tlieni, 
not varied, but glooniy. Another ornamental use of thèse 
shadows îs, that they break the line of junetion of the walL 
with the roof : a point ahvays désirable, and in cvery kind 
of building, whether we hâve to do with lead, slate, tile, or 
thatch, one of extrême difficulty. This object is farther 
forwarded in the Italian cottage, by putting two or. three 
Windows up under the very eaves themselves, which is 
also done for coolness, so that their tops are formed by 
the roof; and the wall lias the appearance of liaving 
been terminated by large battlements, and roofed over. 
And, finally, the eaves are seldom kept long on the same 
level : double or treble rows of tiling are introduced ; 
long sticks and irregular woodwork are occasion al ly at- 
tached to them, to assist the festoons of the vines; and the 
gracef ul irregularity and marked character of the whole ; 
must be dwelt on with equal delight by the eye of the 
poet, the artist, or the unprejudiced architect AH, how- 
cver, is exceedingly humble ; we bave not yet met with the 
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élévation of character we expected. We shall fiiid ît, 
liowever, as we proceed. 

The next point of interest is the window. The modem 
Ttalian is completely owl-like in his habits. AU the day- 
tiine, he lies idle and inert ; but during the night he is ail 
activity: but it is mère activity of inoccupation. Idle- 
ness, partly induced by the température of the climate, 
and partly conséquent on the decaying prosperity of the 
nation, leaves indications of its influence on ail his under- 
takings. He prefers patching up a ruin to building a 
house; he raises shops and hovels, the abodes of inactive, 
vegetating, brutish poverty, under the protection of the 
aged and ruined, yet stalwart, arches of the Koman amphi- 
théâtre ; and the habitations of the lower orders frequent- 
ly présent traces of ornament and stability of material 
evidently belonging to the remains of a prouder édifice. 
This is the case sometîmes to such a degree as, in another 
country, would be disagreeable from its impropriety ; but, 
in Italy, it corresponds with the gênerai prominence of the 
features of a past âge, and is always beautiful. Thus, 
the eye rests with delight on the broken mouldings of the 
Windows, and the sculptured capitals of the corner columns, 
contrasted, as they are, the one with the glassless black- 
ness within, the other with the ragged and dirty confusion 
of drapery around. The Italian window, in gênerai, is a 
mère hole in the thick wall, always well proportioned ; 
occasion ally arched at the top, sometimes with the addi- 
tion of a little rich ornament ; seldom, if e-ver, having any 
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casement or glass, but filled up with aiiy bit of striped or 
colored cloth, which may hâve the slightest chance of de- 
ceiving the distant observer into the belief that it is a 
legitimate blind. This keeps oflF the sun, and allows a 
free circulation of air, which is the great object. When 
it is absent, the window becomes a mère black hole, hav- 
ing much the same relation to a glazed window that the 
hollow of a skull bas to a bright. eye ; not unexpressive, 
but frowning and ghastly, and giving a disagreeable im- 
pression of utter emptiiiess and désolation within. Yet 
there is character in them : the black dots tell agreeably 
on thewalls at a distance, and hâve no disagreeable sparkle 
to disturb the repose of surrounding scenery. Besides, the 
température renders everything agreeable to the eye, 
which gives it an idea of ventilation. A f ew roughly con- 
Btructed balconies, projecting from detached Windows, 
usually break the uniformity of the wall. In some Italiau 
cottages there are wooden galleries, resembling those so 
f requently seen in Switzerland ; but this is not a very 
gênerai character, except in the mountain valleys of North 
Italy, although sometimes a passage is effected from one 
projecting portion of a house to another by means of an 
exterior gallery. ïhese are very delightful objects ; and, 
when shaded by luxuriant vines, which is frequently the 
case, impart a gracef ulness to the building otherwise un- 
attainable. 

The next striking point is the arcade at the base of the 
building. This is gênerai in cities; and, though fre- 
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quently waiiting to the cottage, îs présent often enough to 
render it an important feature. In fact, the Italian cot- 
tage îs usiially found in groups. Isolated buildings are 
rare ; and the arcade affords an agreeable, if not necessary 
shade in passîng from one building to another. It is a 
Btill more iinf ailing feature of the Swiss city, where it is 
usef ul in deep snow. But the supports of the arches in 
Switzerland are generally square masses of wall, varying 
in size, separatîng the arches by irregular intervals, and 
sustained by broad and massy buttresses ; while, in Italy, 
the arches generally rest on legitimate columns, varying in 
height from one and a half to four diameters, with huge 
capitals, not unfrequently rich in détail. Thèse give great 
gracefulness to the buildings in groups : they will be 
spoken of more at large when we are treating of arrange-» 
ment and situation. 

The square tower, risîng over the roof of the farther cot» 
tage, will not escape obsei-vation. In has been allowed to 
remain, not because such elevated buildings ever belong to 
mère cottages, but, first, that the tnith of the scène might 
not be destroyed; and, secondly, because it is impossible, 
or nearly so, to obtain a group of buildings of any sort, in 
Italy, without one or more such objects rising behind thera, 
beautifuUy contributing to destroy the monotony, and con- 
trast with the horizontal lines of the flat roofs and square 
walls. We think it right, therefore, to give the cottage 
the relief and contrast which, in reality, it possessed, even 

though we are at présent speakîng of it in the abstract. 

2 
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Havîng now reviewed the distinctive parts of the Italian 
cottage in détail, we shall proceed to direct our attention 
to points of gênerai character. 1. Simplicity of form. 
The roof, being flat, allows of no projecting garret Win- 
dows, no f antastic gable ends : the walls theniselves are 
equally flat ; no bow-windows or sculptured oriels, snch as 
we meet with perpetually in Germany, France or the Neth- 
erlands, vary their white fronts. Now, this simplicity is, 
perhaps, tlie principal attribute by which the Italian cot- 
tage attains the élévation of cliamcter we desired and ex- 
pected. AU that is fantastic in form, or frivolous in dé- 
tail, annihilâtes the aristocratie air of a building: it at 
once destroys its sublimity and size, besides awakening, as 
îs almost always the case, associations of a mean and low 
character. The moment we see a gable roof, we think of 
cocklof ts ; the instant we observe a projecting window, of 
attics and tent-bedsteads. Now the Italian cottage as- 
sumes, with the simplicity, Vair nohle of buildings of a 
higher order ; and, though it avoids ail ridiculous minia- 
ture mimicry of the palace, it discards the humbler attri- 
butes of the cottage. The ornament it assumes is digni 
fied : no grinning faces, or unmeaning notched planks, but 
well-propoi-tioned arches, or tastefully sculptured columns. 
While there is nothing about it unsuited to the humility of 
its inhabitant, there is a gênerai dignity in its air, which 
harmonises beautifully with the nobility of the neighbour- 
ing édifices, or the gloiy of the surrounding scenery. 

2. Brigbtness of effect. There are no weather stains on 
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the wall ; there is no dampness in air or earth, by which 
they could be induced ; the beat of the sim scorches away 
ail lichens^ and mosses, and monldy végétation. No thatch 
or stone crop on the roof nnites the building with sur- 
rounding végétation ; ail is clear, and warm, and sharp on 
the eye ; the more distant the buildiDg, the more generally 
bright it becomes, till the distant village sparkles ont of 
the orange copse, or the cypress grove, with so much dis- 
tinctness as might be thought in some degree objectionable. 
But it must be remembered that the prevailing colour of 
Italian landseape is blue ; sky, hills, water, are equally 
azuré : the olive, which forms a great proportion of the 
végétation, is not green, but grey ; the cypress, and its 
varieties, dark and neutral, and the laurel and myrtle far 
f rom bright. Now, white, which is intolérable with green, 
îs agreeable contrasted with blue ; and to this cause it must 
be ascribed that the white of the Italian building is not 
found startling or disagreeable in the landseape. That it 
is not, we believe, will be generally allowed. 

3. Elégance of feeling. We never can prevent our- 
selves from imagining that we perceive, in the graceful 
négligence of the Italian cottage, the évidence of a taste 
among the lower orders refined by the glory of their land, 
and the beauty of its remains. We hâve always had 
Btrong faith in the influence of climate on the mind, and 
feel strongly tempted to discuss the subject at length; but 
our paper bas already exceeded its proposed limits, and 
we must content ourselves with remarking what will not, 
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wo think, 1)C disputed, that the eye, by constantly resting 
citlier on iiatural scenery of noble tone and character, or 
on tho arcliitect lirai reiriains of classîcal beauty, inust con- 
tracît a habit of fceling correctly and tastefuUy; the 
inlliience oi which, we think, is seen in the style of 
cdificîCH the nioHt modem and the most humble. 

LiiHtly, Dilapidation. We hâve jiist used the term 
"gracîeful n(»gligence:" whether it be graceful, or not, is 
a niatter of tante ; but the uncomfortable and ruinons dis- 
order and dihii)i(hition of tlie Italian cottage is one of 
observation. The splendour of the climate requires 
nothing more than shade from the sun, and occasionally 
sheltor from a violent storin : the outer arcade affords 
them both : it becomes the nightly lounge and daily dor- 
mitory of ite inhabitant, and the interior is abandoned to 
lilth and decjiy. Indolence watches the tooth of Time 
M'ith carc^less eye and nerveless hand. Eeligion, or its 
abuse, nnluces every individual of the population to utter 
innctivitv thive davs ont of the seven; and the habits 
formod in tho threo regulate the four. Abject poverty 
tnkos away tho ix>wer, while brutish slotli weakens the 
>vill ; and the filtliy habits of the Italian prevent him 
tvom sufforing f ix>m the state to whicli lie is reduced. The 
ehattonnl nH>fs, tho dark, eonfused, ragged Windows, the 
ol>souri* chambors, the tatteivd and dirty draperies, alto- 
gothor prosi^nt a picture which, soon ttx^ near, is sometimes 
n^voltiiiirto tho ovo^alwavs molandiolv to the mind. Yet 
evou this manv would not wish to be otherwise. The 
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prosperîty of nations, as of îndividuals, is cold, and hard- 
hearted, and forgetful. The dead die, indeed, tramplcd 
down by the crowd of the liviiig ; the place thereof shall 
know them no more, for that place is not in the hearts of 
the survivors for whose interest they hâve made way. But 
adversity and ruin point to the sepulchre, and ît is not 
trodden on ; to the chronîcle, and it doth not decay. Who 
would substitiite the rush of a new nation, the struggle of 
an awakening power, for the dreamy sleep of Italy's déso- 
lation, for her sweet silence of melancholy thought, her 
twilîght time of everlasting memories ? 

Such, we think, are the principal distinctive attribiites 
of the Italian cottage. Let it not be thought that we are 
wasting time in the contemplation of its beauties ; even 
though they are of a kind which the architect can never 
imitate, because he has no, command over time, and no 
choîce of situation ; and which he ought not to imitate, 
if he could, because thej are only locally désirable or 
admirable. Our object, let it always be remembered, is 
not the attainment of architectural data, but the forma- 
tion of taste. 

October 12, 1837. 



III. The Mountain, Cottage. — Switzerland. 

In the three instances of the lowland cottage which 
bave been already considered, are included the chief 
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peculiarities of style which are interesting or important. 
I hâve not, it is true, spoken of the carved oaken gable 
and shadowy roof of the Xorman village ; of the black 
crossed rafters and fantastic projections which delight 
the eyes of the German ; nor of the Moorish arches and 
conf used galleries which mingle so magniticently witli the 
inimitable fretwork of the grey temples of the Spaniard. 
But thèse are not peculiarities solely belonging to the cot- 
tage : they are f ound in buildings of a higher order, and 
seldom, unless where they are combined with other fea- 
tures. They are therefore rather to be considered, in 
future, as éléments of street effect, than, now, as the pecu- 
liarities of independent buildings. My remarks on the 
Italian cottage might, indeed, be applied, were it not for 
the constant présence of Moorish feeling, to that of Spain. 
The architecture of the two nations is intimately con- 
nected : modified, in Italy, by the taste of the Koman ; 
and, in Spain, by the fanciful créations of the Moor. 
When I am considering the fortress and the palace, I 
shall be compelled to dévote a very large share of my at- 
tention to Spain ; but, for characteristic examples of the 
cottage, 1 turn rather to Switzerland and England. Pre- 
paratory, therefore, to a few gênerai remarks on modem 
ornamental cottages, it will be instructive to observe the 
peculiarities of two varieties of the mountain cottage, 
diametrically opposite to each other in most of their fea- 
tures ; one always beautif ul, and the other frequently so. 
First, for Helvetia. Well do I remember the thrilling 
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and exquisite moment when first, first in my life (which 
had not been over long), I encountered, in a calm and 
shadowy dîngle, darkened with the thick spreading of tall 
pines, and voiceful with the singing of a rock-encumbered 
stream, and passing up towards the flank of a smooth 
green mountain, whose swarded summît shone in the sum- 
mer snow like an emerald set in silver ; when, I say, I 
fii-st encountered in this calm défile of the Jura, the un- 
obtriisive, yet beautif ul, fix>nt of the Swiss cottage. I 
thought it the loveliest pièce of architecture I had ever 
had the f elicity of contemplating ; yet it was nothing in 
îtself , nothing but a few mossy fir trunks, loosely nailed 
together, with one or two grey stones on the roof : but its 
power was the power of association ; its beauty, that of 
fitness and humility. 

How différent is thîs from what modem architects 
erect, when they attempt to produce what is, by courtesy, 
called a Swiss cottage. The modem building known in 
Britain by that name has very long chimneys (see Fîg. 2), 
covered with varions exceedingly in- p. 2, 

genious devices for the convenient ré- 
ception and hospitable enteilaînment 
of soot, supposed by the innocent and 
deluded proprietor to be " meant for 
ornament." Its gable roof slopes at 
an acute angle, and terminâtes in an 
interesting and romantic manner, at 
each extremity, in a tooth-pick. Its 
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walls are very precisely and prettîly plastered ; and it ie 
rendered qnîte complète by the addition of two neat little 
bow-windows, supported on neat little mahogany brackets, 
fnll of neat little sqnares of red and yellow glass. Its 
door îs approached under a neat little véranda, " uncom- 
mon green," and is flanked on each side by a neat little 
ronnd table, with ail its legs of différent lengths, and by a 
variety of neat little wooden chairs, ail very peculiarly 
nncomfortable, and amazingly f uU of earwigs : the whole 
being suiTOiinded by a garden fui] of flînts, bumt bricks, 
and cinders, with some water in the middle, and a foun- 
tain in the middle of it, whîch v^^on't play ; accompanied 
by some goldfish, which won't swim; and by two or 
three ducks, which will splash. Now, I am excessively 
Borry to infonn the members of any respectable English 
family, who are making themselves nncomfortable in one 
of thèse ingénions conceptions, nnder the idea that they 
are living in a Swiss cottage, that they labour under a 
melancholy déception ; and sliall now proceed to învesti- 
gate the peculiarities of the real building. 

The life of a Swiss peasant is divided into two periods ; 
that in which he is watching his cattle at their summer 
pasture on the high Alps,* and that in which he seeks 
shelter from the violence of the winter storms in the most 
retired parts of the low valleys. During the first period, 

* I use the word Alp hère, and in future, in its proper sensé, of a 
high mountain pasture ; not in its secondary sensé, of a snowy i>eak. 
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he reqiiîres only occasional shelter from storms of exces- 
sive violence; during the latter, a suflScient protection 
from continued inclement weather. The Alpine or sum- 
mer cottage, therefore, is a rude log hiit, formed of un- 
sqnared pine trunks, notched into each -pj^ 3^ 

other at the corners (see Fig. 8.). The 
roof, being excessively flat, so as to offer 
no surface to the wind, is covered with 
fragments of any stone that will split 
easily, held on by crossing logs ; which are, in their tum, 
kept down by masses of stone ; the whole being generally 
sheltered behind some protecting rock, or resting against 
the slope of the mountain, so that, from one side, you 
niay step upon the roof. This is the chalet. When well 
grouped, running along a slope of mountain side, thèse 
buts produce a very pleasing effect, being never obtrusive 
(oAving to the prevailing greyness of their tone), uniting 
well with surrounding objects, and bestowing at once ani- 
mation and character. 

But the winter résidence, the Swiss cottage, properly so 
called, is a much more elaborate pièce of workmanship. 
The principal requisite is, of course, strength ; and this 
is always observable in the large size of the timbers, and 
the ingénions manner in which they are joined, so as to 
support and relieve each other, when any of them are 
severely tried. The roof is always very flat, generally 
meeting at an angle of 155°, and projecting from 5 ft. to 

7 ft. over the cottage side, in order to prevent the Windows 
2* 
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frran I>cing thoronghly dfjgged np with snow. That thîa 
jjRfjfrctî'in may iiot 1^ cmshed down by the enomnoaâ 
wtnf{ltt <if Hiiow wliii:)i it miifit aometimee gnâtain, ît îs as- 




nietcd hy stroiig wocxleii eiipiK)rt8 (seen i» Fîgs. 4 and 5), 
wliivh Buinetimce cxtond lialf down the walls for tbe 6ake 
of BtJViigth, divide tlic eîde iiitu regular conipartmeiits, 



THE POETBY OF AECHITEOTUEK. 85 

and are rendered omamcntal by grotesque carving. Every 
canton has its own window. Tliat of Uri, with its dîa- 
mond wood-work at the bottom, is, perhaps, one of the 
richest. (See Fig. 5.) The galleries are generally ren- 
dered ornamental by a great deal of labour bestowed 
upon theîr wood-work. This is beat executed in the 
canton of Berne. The door îs always 6 or 7 feet froni the 
ground, and occasionally much more, that ît may be acces- 
sible in snow; and it is reached by an oblique gallery, 
leading up to a horizontal one, as shown in Fig. 4. The 
base of the cottage is formed of stone, generally white- 
washed. The chimneys must hâve a chapter to them- 
selves : they are splendid examples of utility oombined 
with ornament. 

Such are the chîef characteristics of the Swiss cottage, 
separately considered. I must now take notice of its 
effect in scenery. 

When one has been wandering for a whole moming 
throngh a valley of perfect silence, where every thing 
around, wliich is motionless, is colossal, and everything 
which lias motion resistléss ; where the strength and the 
glory of nature are principally developed in the very 
forces which feed upon her majesty; and where, in the 
midst of mightiness, which seems imperishable, ail that is 
îndeed etemal is the influence of désolation ; one is apt to 
be surprised, and by no means agreeably, to find, crouched 
behind some projecting rock, a pièce of architecture which 
is neat in the extrême, though in the midst of wildness, 
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weak in the mîdst of strength, contemptible in the mîdst of 
îmmensity. There is something offensive in its neatness : 
for the wood is almost always perfectly clean, and looks as 
if it had been jiist eut ; it is consequently raw in its colour, 
and destitute of ail variety of tone. Thîs is especially dîs- 
agreeable when the eye has bèen previously accustomed to, 
and finds, everywhere around, the exquîsite mingling of 
colour, and confused, though perpetually graceful, forms, 
by which the détails of mountain scenery are peculiarly 
distînguished. Eveiy fragment of rock is finished in its 
effect, tinted with thousands of pale lichens and fresh 
mosses ; every pine trunk is warm with the life of varions 
végétation ; every grassy bank glowing with mellowed 
colour, and waving with délicate leafage. How, then, 
can the contrast be otherwise than painf ni, between this 
perfect loveliness, and the dead, raw, lifeless surface of 
the deal boards of the cottage. Its weakness is pitiable ; 
for though there is always évidence of considérable strength 
on close examination, there is no effect of strength : the 
real thickness of the logs is concealed by the cutting and, 
carving of their exposed surfaces ; and even what is seen 
is felt to be so utterly contemptible, when opposed to the 
destructive forces which are in opération around, that the 
f eelings are irritated at the imagined audacity of the inan- 
imate object, with the self-conceit of its impotence ; and, 
finally, the eye is offended at its want of size. It does not, 
as might be at first supposed, enhance the sublimity of sur- 
rounding scenery by its littleness, for it provokes no com- 
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parison ; and there must be proportion between objecte, or 
they cannot be compared. If the Parthenon, or the Pyra- 
mid of Cheops, or St. Peter's, were placed in the same situ- 
ation, the mind wonld firstform a just estimate of the mag- 
nificence of the building, and then be trebly impressed 
with the size of the masses which overwhelmed it. The 
architecture would not lose, and the crags would gain,by the 
juxtaposition ; but the cottage, which must be felt to be 
a thing which the weakest stream of the Alps could toss 
down before it like a foam globe, is ofFensively contempti- 
ble ; it is like a child's toy let f ail accidentally on the hill- 
side ; it does not unité with the scène ; it is not content to 
sink into a quiet corner, and personify humility and peace ; 
but draws attention upon itself by its pretension to dé- 
coration, while its décorations themselves cannot bear 
examination, because they are useless, unmeaning, and 
incongruous. 

So much for its faults ; and I hâve had no mercy upon 
them, the rather, because I am always afraîd of being 
biassed in its favour by my excessive love for its sweet 
nationality. Now for its beauties. Wherever it is found, 
it always suggests ideas of a gentle, pure, and pastoral 
life. One feels that the peasants whose hands carved the 
planks so neatly, and adonied their cottage so industri- 
ously, and still préserve it so perfectly, and so neatly, can 
be no dull, drunken, lazy boors : one feels, also, that it re- 
quires both firm resolution, and determined industry, to 
maintain so successf ul a struggle against " the crush of 
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thunder, and the warring wiiids." Sweet ideas float over 
the imagination of such passages of peasant life as the 
gentle Walton so loved ; of the f ull mîlkpail, and the 
mantling cream-bowl ; of the evening dance, and the matin 
song ; of the herdsmen on the Alps, of the maîdens by 
the fountain ; of ail that is peculiarly and indisputably 
Swiss. Foi* the cottage is beautif iiUy national ; there is 
nothing to be found the least like it in any other country. 
The moment a glimpse is caught of its projecting galleries, 
one knows that it is the land of Tell and Winkelried ; and 
the traveller, feels that, were he indeed Swiss-born, and 
Alp-bred, a bit of that carved plank, meeting hîs eye in a 
foreîgn land, would be as effectuai as a note of the Ram 
des Vdches upon the ear. Again, when a number of thèse 
cottages are grouped together, they break upon each 
other's formalîty, and form a mass of fantastic projection, 
of carved window and overhanging roof, f ull of character, 
and pictui'esque in the extrême : an excellent example of 
this is the Bemese village of Unterseen. Agaîn, when the 
omament is not very elaborate, yet enough to préserve the 
character, and the cottage is old, and not very well kept 
(suppose in a Catholic canton), and a little rotten, the 
effect is beautif ul : the timber becomes weather-stained, 
and of a fine warm brown, harmonising delightf uUy with 
the grey stones on the roof, and the dark green of sur- 
rounding pînes. If it be fortunate enough to be situated 
in some quiet glen, ont of sight of the gigantic features of 
the scène, and surrounded with cliffs to which it bears 
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Bome proportion ; and if it be partially concealed, not in- 
truding on the eye, but well united with everything 
aronnd, it becomes altogether perfect ; humble, beautif ul, 
and interestîng. Perhaps no cottage can then be found to 
equal it ; and none can be more finished in effect, grace- 
f ul in détail, and characteristic as a whole. 

The ornaments employed in the décoration of the Swiss 
cottage do not demand much attention : they are usually 
formed in a most simple manner, by thin laths, which are 
carved into any fanciful form, or in which rows of holes 
are eut, generally diamond-shaped ; and they are then 
nailed one above another, to give the carving depth. 
Pinnacles are never raised on the roof, though carved 
spikes are occasionally suspended from it at the angles. 
No omamental work is ever employed to disguise the 
beams of the projecting part of the roof, nor does any run 
along its edges. The galleries, in the canton of Uri, are 
occasionally supported on arched beams, as shown in Fig. 
5, which hâve a very pleasing effect. 

Of the adaptation of the building to climate and char- 
acter, little can be said. When I called it " national," I 
meant only that it was quite sui generis^ and, therefore, 
being only found in Switzerland, might be considered as 
a national building ; though it has none of the mysterious 
connexion with the mind of its inhabitante which is évi- 
dent in ail really fine édifices. But there is a reason for 
thîs : Switzerland has no climate, properly speaking, but 
an assemblage of every climate, from Italy to the pôle ; 
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the vine wild in ita valleys, the îce etemal on ita crags. 
The Swias thernselves are what we might hâve expected in 
pereoiis dwellÏDg in aneh a cliraate : thej- hâve no charac- 




ter. The eluggish nature of the air of the valleys has a 
inalignant opération on the mind ; ' and even the moiin- 
taineerfi, though generally shi-ewd and intellectual, hâve 
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no perceptible nationality : they hâve no language, except 
a mixture of Italîan and bad German ; they hâve no pecu- 
liar turn of mind; they might be taken as easîly for 
Germans as for Swiss. No corTOpondence, consequently, 
can exist between national architecture and national 
character, where the latter is not distinguîshable. Gene- 
l'ally speakiug, then, the Swiss cottage cannot be said to 
be built in good taste ; but it is occasionally picturesque, 
frequently pleasing, and under a favourable concurrence 
of circumstances, beautiful. It is not, however, a thing 
to be imitated : it is always, when out of its own ôountry, 
incongruons ; it iiever harmonises with anything around it, 
and can therefore be employed only in mimicry of what 
does not exist, not in improvement of what does. I mean, 
that any one who has on his estate a dingle shaded with 
larches or pines, with a rapîd streara, may manufacture a 
bit of Switzerland as a toy ; but such imitations are al- 
ways contemptible, and he cannot use the Swiss cottage in 
any other Avay. A modified forra of it, however, as will 
be hereafter shown, may be employed with advantage. I 
hope, in my next paper, to dérive more satisfaction from 
the contemplation of the mountain cottage of Westmore- 
land, than I hâve been able to obtain from that of the 
Swiss. 
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IV. The Mountain Cottage. — Westmoréland. 

When I devoted so much tiine to the considération of 
the peculiarities of the Swiss cottage, I did not previously 
endeavour to ascertain wliat the mind, infliienced by the 
feelings excited by the nature of its situation, would be 
induced to expect, or disposed to admire. I thus deviated 
from the gênerai rule which I hope to be able to folio w 
ont ; but I did so only because the subject of considération 
was incapable of fulfilling the expectation when excited, 
or corresponding with the conception when formed. But 
now, in order to appreciate the beauty of the Westmore- 
land cottage, it will be necessary to fix upon a standard of 
excellence, with which it may be compared. 

One of the principal charms of mountain scenery is its 
solitude. Now, just as silence is ne ver perfect or deep 
without motion, solitude is never perfect without some 
vestige of life. Even désolation is not felt to be utter, un- 
less in some slight degree interrupted : unless the cricket 
is chirping on the lonely hearth, or the vulture soaring 
over the field of corpses, or the one moumer lamenting over 
the red ruins of the devasted village, that dévastation is 
not felt to be complète. The anathema of the prophet 
does not wholly leave the curse of lonelîness upon tlie 
inighty city, imtil he tells us that " the satyr shall dance 
there." And, if désolation, which is the destruction of 
life, cannot leave its impression perfect without some in- 
terruption, much less can solitude, which is only the ab- 
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Bence of life, be felt wilhout some contrast. Accordingly, 
it is, perhaps, never bo perfect as when a populous and 
highly cultivated plain^ îmmediately beneath, is visible 
througli the rngged ravines, or over the cloiidy summits 
of some tall, vast, and voiceless mountain. When such a 
prospect is not attainable, one of the chief uses of the 
mountain cottage, paradoxical as the idea may appear, Î8 
to increase this sensé of solitude. Now, as it will only do 
so wlien it is seen at a considérable distance, it is neces- 
sary that it should be visible, or, at least, that its présence 
should be indicated, over a considérable portion of sur- 
rounding space. It must not, therefore, be too much 
shaded with trees, or it will be useless ; but if, on the con- 
trary, it be too conspicuous on the open hill side, it will be 
liable to most of the objections which were advanced 
against the Swiss cottage, and to jxuother, which was not 
tlien noticed. Anything which, to the eye, is split înto 
parts, appears less as a whole than what is undivided. 
Now, a considérable mass, of whatever tone or colour it 
may consist, is as easily divisible by dots as by Unes ; that 
is, a conspicuous point, on any part of îts surface, will di 
vide it into two portions, each of which will be individu- 
ally measured by the eye, but which will never the make 
the impression which they would hâve made had tlieir 
unity not been interrupted. A conspicuous cottage on a 
distant mountain side has this effect in a fatal degree, and 
is, therefore, always intolérable. It should accordingly, 
in oixler to reconcile the attainment of the good, with the 
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avoidance of the evil, be barely visible : it should not tell 
as a cottage on the eye, though it should on the mind ; for 
be it observed that if it is only by the closest investigation 
that we can ascertain it to be a human habitation, it will 
answer the purpose of increasing the solitude quite as well 
as if it were evidently so ; because this impression is pro- 
dueed by its appeal to the thoughts, not by its effect on 
the eye. Its colour, therefore, should be as nearly as pos- 
sible that of the hill on which, or the crag beneath which, 
it is placed : its f orm, one that will incorporate well with 

the ground, and approach that of a large stone more than 

• 

of anything else. The colour will consequently, if this 
rule be followed, be subdued and greyish, but rather 
warm ; and the f orm simple, gracef ul, and unpretending. 
The building should retain the saine gênerai character on 
a doser examination. Everything about it should be na- 
tural, and should appear as if the influences and forces 
which were in opération around it had been too strong to 
be resisted, and had rendered ail efforts of art to check 
their power, or conceal the évidence of their action, en- 
tirely unavailing. It cannot but be an alien child of the 
mountains ; but it must show that it has been adopted and 
cherished by them. This effect is only attainable by great 
ease of outline and variety of colour ; peculiarities which, 
as will be presently seen, the Westmoreland cottage pos- 
sesses in a supereminent degree. 

Another feeling, with which one is împressed during a 
mountain ramble, îs humility. I f ound f ault with the in- 
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EÎgnîficance of the Swîss cottage, because "it was net coii' 
teiit to sink into a quiet corner, and personify humility." 
Now, had it not been seen to be pretending, it would not 
hâve been f elt to be insîgnificant ; for the f eelings would 
hâve been gratified with its submission to, and retirement 
from, the majesty of the destructive influences which it 
rather seemed to rise up against in mockery. Such pre- 
tension is especially to be avoided in the mountain cot- 
tage : it can never lie too humbly in the pastures of the 
valley, nor shrink too subrnissively into the hollows of 
the hills; it should seem to be asking the storra for 
mercy, and the mountain for protection ; and should ap- 
pear to owe to its weakness, rather than to its strength, 
that it is neither overwhelmed by the one, nor crushed by 
the other. 

Such are the chief attributes, without which a moun- 
tain cottage cannot be said to be beautiful. It may 
possess others, which are désirable or objectionable, 
according to their situation, or other accidentai circum- 
stances. The nature of thèse will be best understood by 
examining an individnal building. The material is, of 
course, what is most easily attaînable and available with- 
out much labour. The Cumberland and Westmoreland 
hills are, in gênerai, composed of clay-slate and grey- 
wacke, with occasional masses of chert (like that which 
forms the summit of Scawfell), porphyritic gi'censtone, 
and syenîte. Tlie chert décomposes deeply, and assumes 
a rough, brown, granular surface, deeply worn and fur- 
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i-owed. The clay-slate and grey wacke, as it is shattered 
by frost, and carried down by the torrents, of course 
forms itself into irregular flattish masses. The splintery 
edges of thèse are in some degree wom ofF by the action 
of water ; and, slight décomposition taking place on the 
surface of the clay-slate fumishes an aluminous soil, 
which is immediately taken advantage of by innumerable 
lichens, which change the dark grey of the original sub- 
stance into an infinité variety of pale and warm colours. 
Thèse stones, thus shaped to his hand, are the most con- 
venient building materials the peasant can obtain. He 
lays his f oundation and strengtliens his angles with large 
masses, filling up the intervais with pièces of a more 
moderate size ; and using hère and there a little cément 
to bind the whole together, and to keep the wind from 
getting through the interstices ; but never enough to fiU 
them altogether up, or to render the face of the wall 
smooth. At intervais of from 4 ft. to 6 ft. a horizontal 
line of fiât and broad fragments is introduced projecting 
about a f oot from the wall. Whether this is supposed to 
give strength, I know not ; but, as it is invariably 
covered by luxuriant stonecrop, it is always a delightful 
object. 

The door is flanked and roofed by three large oblong 
sheets of grey rock, whose f orm seems not to be consid- 
ered of the slightest conséquence. Those which form 
the cheeks of the window (Fig. 6), are generally selected 
with more care from the débris of some rock, which is 
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naturally smooth and polished, after being subjected to 

the weather, such as granité or syenite. The window 
itself is narrow aud deep eet : iu the better sort of cot- 
tages, lattieed, but with no affectation of sweetbriar or 
eglantine abont it. It Fig. 6. 

may be olffierved of the 
whole of the cottage, 
tliat, though ail is beau- 
tiful, nothiiig is pretty. 
The roof is rather flat, 
and eovered with heavy 
fragments of the stone 
of which the walls are 
bnîlt, originally very loose ; bnt generally cemented by 
acenniiilated soil, and bound together by houseleek, moss, 
and Btoneorop : brilliant in colonr, and singular in abnn- 
danee, The foi-m of the larger cottages, being freqnently 
that of a cross, wonld hnrt the eye by the sharp angles of 
the roof, were it not for the cushion-like végétation with 
which they are ronnded and concealed. Varieties of the 
fem sometimes relieve the massy forms of the stoneerop, 
with their lîght and délicate leafage. "Windows in the 
roof are seldom met with. Of the chiinney I ehall 
speak hereafter. 

Snch are the prevailing peculiarities of the Westmore- 
land cottage. "Is this allï" some one will exclaim: "a 
hovel, built of what first cornes to liaiid, and in the mnst 
simple and convenient form ; not one thought of archi- 
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tectural beauty ever comîng înto the builder's head ! " 
Even so, to this illustration of an excellent rule, I wislied 
particiilarly to direct attention ; that tlie material wliich 
Nature furnishes, in any given country, and tlie form 
whicli she suggests, will always render the building the 
inost beautiful, because the most appropriate. Observe 
how perfectly this cottage fulfils the conditions which 
were before ascertained to be necessary to perfection. 
Its colour is that of the ground on which it stands, always 
subdued and grey, but exquisitely rich, the colour being 
disposed crumbliugly, in groups of shadowy spots ; a 
deep red brown, passing into black, being finely contrast- 
ed with the pale yellow of the Lichen geogrâphicus, and 
the subdued white of another lichen, whose name I do 
not know ; ail mingling with each other as on a native 
rock, and with the same beautiful effect : the mass, con- 
sequently, at a distance, tells only as a large stone 
would, the simplicity of its form contributing still farther 
to render it inconspicuous. When placed on a mountain 
side, such a cottage will become a point of interest, 
which will relieve its nionotony, but will never eut the 
hill in two, or take away from its size. In the valley, the 
colour of thèse cottages agrées with everything: the 
green light which trembles through the leafage of the 
taller trees, falls with exquisite effect on the rich grey of 
the ancient roofs ; the deep pool of clear water is not 
Btartled from its peace by their reflection ; the ivy or the 
creepers, to which the superior wealth of the peasant 
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of the Valley does now and then prétend, in opposi- 
tion to the gênerai custom, cling gracefuUy and easily 
to its innumerable crevices ; and rock, lake, and meadow 
seem to bail it with a brotherly affection, as if Nature 
had taken as much pains with it as she has with them. 

Again, observe its ease of outline. There is not a 
single straight line to be met with from foundation to 
roof, ail is bending or broken. The form of every stone 
stone in its walls is a study ; for, owing to the infinité 
delicacy of structure in ail minerais, a pièce of stone 3 in. 
in diameter, irregularly fractured, and a little worn by the 
weather, has precisely the same character of outline which 
we should find and admire in a niountain of the same ma- 
terial 6,000 f t. high ; and, therefore, the eye, though not 
feeling the cause, rests on every cranny, and crack, and 
fissure with delîght. It is true that we hâve no idea that 
every small projection, if of chert, has such an outline as 
ScawfelPs ; if of greywacke, as Skidaw's ; or if of slate, 
as Helvellyn's ; but their combinations of form are, never- 
theless, f elt to be exquisite, and we dwell upon every 
bend of the rough roof, and every hollow of the loose 
wall, feeling it to be a design which no architect on earth 
could ever equal, sculptured by a chisel of unimaginable 
delicacy, and finished to a degree of perfection, which is 
unnoticed only because it is everywhere, 

This ease and irregularity is peculiarly delightful hère 

gracefulness and freedom of outline and détail are, as 

they always are in mountain countries, the chief charac- 
3 
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teristîcs of every scène. It is well that, where every 
plant is wild and every torrent free, every field irregu- 
lar in its form, every knoll varions in its outline, one 
is not startled by well-built walls, or nnyielding roofs, bnt 
is permitted to trace in the stones of the peasant's dwell- 
iiig, as in the crags of tlie raountain side, no évidence of 
the line or the naallet, bnt the opération of eternal influ- 
ences, the présence of an Ahnighty hand. Another per- 
fection connected with its ease of ontline is, its severity of 
character : there is no foppery about it ; not the slightest 
effort at any kind of ornament, but what nature chooses to 
bestow ; it wears àll its décorations wildly, covering its 
nakedness, not with what the peasant may plant, but with 
what the winds may briug. There is no gay colour or neat- 
ness about it ; no green shutters or other abomination : ail is 
calm and quiet, and severe, as the mind of a philosopher, 
and, withal, a little sombre. It is evidently old, and bas 
stood many trials in its day ; and the snow, and the tem- 
pest, and the torrent, hâve ail spared it, and left it in its 
peace, with its grey head unbowed, and its early strength 
unbroken, even thoiigh the spirit of decay seems creep- 
ing, like the moss and the lichen, through the darkness 
of its crannies. This vénérable and slightly melancholy 
character is the very soûl of ail its beauty. 

There remains only one point to be noticed, its humility. 
This was before stated to be désirable, and it will hère be 
found in perfection. The building draws as little atten- 
tion upon itself as possible; since, with ail the praise I 
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havo bestowed upon it, it possesses not one point of 
beauty in which it is not equalled or excelled by every 
stone at the side of the road. It is small in size, simple 
in form, subdued in tone, easily concealed or over- 
shadowed ; of ten actually so ; and one is always deliglited 
and surprised to find that what courts attention so little 
is capable of sustaining it so well. Yet it bas no appear- 
ance of weakness : it is stontly, though rudely, built ; and 
one ceases to fear for its sake the violence of snrrounding 
which, it may be seen, will be partly resisted by its 
strength, and which we feel will be partly deprecated by 
its humility. Such is the mountain cottage of Westmore- 
land ; and such, with occasional varieties, are many of 
the mountain cottages of England and Wales. It is true 
that my memory rests with peculiar pleasure in a certain 
quiet valley near Kirkstone, little known to the gênerai 
tourist, distant f rora any public track, and, therefore, f ree 
f rom ail the horrors of improvement ; in which it seemed 
to me that the architecture of the cottage had attained a 
peculiar degree of perfection. But I think that this im- 
pression was rather produced by a few seemingly insignifi- 
cant accompanying circumstances, than by any distin- 
guîshed beauty of design in the cottages themselves. Their 
inhabitants were evidently poor, and apparently had not 
repaired their dwellings since their first érection ; and 
certainly, had never tom one tuft of moss or fern from 
roofs or walls which were green with the rich végétation 
of years. The valley was narrow, and quiet, and deep 
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and shaded by révérend trees, among whose trunks the 
grey cottages looked out, with a perfection of effect which 
I never remember to hâve seen equalled, though I believe 
that, in many of the mountain districts of Britain, the 
peasant's domicile is erected with equal good taste. I 
hâve always rejoiced in the thought, that oiir native high- 
land scenery, though, perhaps, wanting in subliniity, is 
distinguished by a délicate finish in its détails, and by a 
iinanimity and propriety of feeling in the works of its 
inhabitants, which are elsewhere looked for in vain ; and 
the reason of this is évident. The mind of the inhabitant 
of the continent, in gênerai, is capable of deeper and 
fincr sensations than that of the islander. It is higher in 
its aspirations, purer in its passions, wilder in its drearas, 
and fierccr in its anger ; but it is wanting in gentleness, 
and in its siraplicity ; naturally désirons of excitement, 
and incapable of experiencing, in equal degree, the calmer 
flow of human f elicity, the stillness of domestic peace, and 
the pleasures of the humble hearth, consisting in every- 
day duties performed, and every-day mercies received ; 
consequently, in the higher walks of architecture, where 
the mind is to be impressed or elevated, we never hâve 
equalled, and we never shall equal, them. It will be seen 
hereaf ter, when we leave the lowly valley for the torn ra- 
vine, and the grassy knoU for the ribbed précipice, that, 
if the continental architects cannot adorn the pasture with 
the humble roof, they can crest the crag with etemal bat- 
tlements ; if they cannot minister to a landscape's peace, 
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they can add to its terror ; and it lias been already seen, 
tliat, in the lowland cottages of France and Italy, where 
hîgh and refined feelings were to be induced, where mel- 
ancholy was to be excited, or majesty bestowed, the archi- 
tect was successful, and his labor was perfect : but now, 
nothîng is required but humilîty and gentleness ; and this, 
which he does not feel, he cannot give : it is contrary to 
the whole force of his character, nay, even to the spirit of 
his religion. It is unfelt even at the time when the soûl 
is most chastened and subdued; for the epitaph on the 
grave is affected in its sentiment, and the tombstone gau- 
dily gilded, or wreathed with vain flowers. We cannot, 
then, be surprised at the effort at omament and other fan- 
cied architectural beauties, which injure the effect of the 
raore peaceful mountain scenery abroad; but still less 
should we be surprised at the perfect propriety which 
prevails in the same kind of scenery at home ; for the 
error which is there induced by one mental deficiency, 
is hère prevented by another. The uncultivated moun- 
taineer of Cumberland bas no taste, and no idea of 
what architecture means: he never thinks of what is 
right, or what is beautiful, but he builds what is most 
adapted to his purposes, and most easily erected : by 
suiting the building to the uses of his own life, he gives 
it humility ; and, by raising it with the nearest material, 
adapts it to its situation. This is ail that is required, and 
he has no crédit in f ulfilliiig the requi rement, since the 
moment he begins to think of effect, he commits a bar- 
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barîsm by whitewashiug the whole. The cottages of 

Cumberland would suffer rauch by this pièce of îinprove- 

ment, were it not for the salutary opération of mountaiu 

rains and mountain winds. 

So much for the hill dwellings of our own country. I 

think the examination of the five exaniples of the cottage 

which I hâve gîven hâve f urnished ail the gênerai princi- 

ples which are important or worthy of considération ; and I 

shall therefore dévote no more time to the contemplation 

of individual buildings. But, before I leave the cottage 

altogether, it will be necessary to notice a part of tho 

building which I hâve in the separate instances purposely 

avoided mentioning, that I might hâve the advantage of 

immédiate comparison ; a part exceedingly important, and 

which seems to hâve been essential to the palace as well as 

to the cottage, ever since the time when Perdiccas received 

his significant gift of the sun f rom his Macedonian master 

irepiypdylra^ rbv ^Xiov, oç ^v Kurà ttjv KairvoBoKrjv €9 rbv 

oÎkov èaéx<ov ; and then I shall conclude the subject by a 

f ew gênerai remarks on modem ornamental cottages, illus- 

trative of the principle so admirably developed in the 

beauty of the We&tmoreland building, to which, it must be 

remembered, the palm was assigned, in préférence to the 

Switzer's ; not because it was more laboured, but becanse 

it was more naturah 
Oxfordf Jan. 1838. 
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V. A Cha/pter on Chimneys. 

It appears fi-om the passage in Herodotiis, which we al- 
luded to ÎH the last paper, that there has been a tîme even 
in the most civilised countries, when the kîng's palace was 
entirely unfurnished with anything having the slîghtest 
pretension to the dîgnity of chimney tops : and the 
savoury vapors which were wont to arise from the hospi- 
table hearth, at which the qneen or princess prepared the 
f east with the whitest of hands, escaped with indecorous 
facility throiigh a simple hole in tlie flat roof. The dîgnity 
of smoke, however, is now better understood, and it is dis- 
missed throngh Gothic pinnacles, and (as at Burleigh 
Ilouse) through Tuscan columns, with a most praiseworthy 
regard to its comfort and convenîence. Let iis consider if 
it is worth the trouble. We advanced a position in the 
last paper, that silen(îe is never perf ect withoiit motion, that 
is, iinless something which might possibly produce sound, 
is évident to the eye : the absence of sound is not surpris- 
îng to the car, and, therefore, not impressive. Let it be 
observed, for instance, how much the stillness of a sum- 
mer's evening is enhanced by the perception of the glid- 
ing and majestic motion of some calm river, strong but 
still ; or of the high and purple clouds ; or of the voiceless 
leaves, among the opening branches : to produce this im- 
pression, however, the motion must be uniform, though 
not necessarily slow. One of the chief peculiarities of the 
océan thoroughfares of Venice, is the remarkable silence 
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■wbich resta upon tliem, enhanced, as it is, by the ewift, but 
beaiitîfully uniform motion of the gondola. New, there 
ÏB no motion more uniform, eilent, or beaiitiful, tban that 
of smoke; and, therefore, when we wish the peace or stîll- 
ness of a scène to be impressive, it is highly usef ni to draw 
the attention to it. 

In the cottf^, therefore, a building peculiarly adapted 
for Bcenes of peace, the chiraney, as coiiducting the eye to 
what is agreeable, may be coiisidered an important, and, if 
well managed, a beantîfiil accoinpaniment. But in build- 
ings of a higher class, smoke eeases to be înteresting. 
Owing to their genei'al greater élévation, it ia relîeved 
against the sky, instead of against a dark back-ground, there- 
by losing the fine silvery blue whieh, among trees, or rising 
ont of distant country, is so exquisitely beautiful, and assum- 
ing a dîngy yellowish black : îts motion becomes useless ; 
fw the idea of stillness is no longer désirable, or, at least, 
no longer attaînable, being îutermpted by the nature of the 
building itself : and, finally, the associations ît arouses are 
not dignified ; we may thînk of a comfortable fireside, j>er- 
hape, but are quite as likely to dream of kitchens, and 
Bpits, and shoulders of mutton. None of thèse imagina- 
tions are in their place, if the charaeter of the building be 
elevated ; they are barely tolerable in the dwelling-house 
and the street. Now, when smoke is objectîonable, ît is 
certainly improper to direct attention to the chîmiiey ; and, 
therefore, for two weighty reasons, decorated chimneys, of 
any sort or size whatsoever, are inexcusable barbarisms; 
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first, because, where smoke is beautif ul, décoration îs un- 
suited to the building; and, secondly, because, where 
smoke is ngly, décoration directs attention to its ngliness. 
It is unfortunately a prevailing idea with some of onr 
architects, that what is a disagreeable object in itself may 
be relieved or concealed by lavish ornament ; and there 
never was a greater mistake. It should be a gênerai prin- 
ciple, that what is intrinsically ngly should be utterly des- 
titute of ornament, that the eye may not be drawn to it. 
The pretended skuUs of the three Magi at Cologne are eet in 
gold, and hâve a diaraond in each eye ; and are a thousand 
times more ghastly than if their brown bones had been 
left in peace. Such an error as this ought never to be 
committed in architecture. If any part of the building 
has disagreeable associations connected w^ith it, let it alone : 
do not ornament it ; keep it subdued, and simply adapted 
to its use ; and the eye will not go to it, nor quarrel with 
it. It would hâve been well if this principle had been 
kept in yiew in the renewal of some of the public build- 
ings in Oxford. In Ail Soûls Collège, for instance, the 
architect has carried his chimiieys half as high as ail the rest 
of the building, and fretted them with Gothic. The eye 
is instantly caught by the plated-candlestick-like columns, 
and runs with some complacency up the groining and fret- 
work, and alights finally and fatally on a red chimney top. 
He might as well hâve built a Gothic aisle at an entrance 
to a coal wharf. We hâve no scruple in saying that the 

man who could desecrate the Gothic trefoil into an oma- 
3* 
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ment for a chîmney has not the slightest feeling, and 
ncver will hâve any, of its beaiity or its use ; he was never 
born to be an architect, and never will be one. 

Now, if chimneys are not to be decorated (since their ex- 
istence is necessary), ît becomes an object of some import- 
ance to know what is to be done with them: and we enter 
into the enquiry before leaving the cottage, as in its most 
proper place ; becaiise, in the cottage, and only in the cot- 
tage, it is désirable to direct attention to smoke. 

Spéculation, however, on the beau-ideal of a chimney 
can never be unshackled ; because, though we may 
imagine what it oiight to be, we can never tell, until 
the house is built, what it niuat be ; we may reqnire it 
to be short, and lind that it will smoke, unless it is long ; 
or we may désire it to be covered, and find it will not go 
unless it is open. We can fix, therefore, on no one model ; 
but by looking over the chimneys of a few nations, we 
may deduce some gênerai principles from their varieties, 
whieh may always be brought into play, by whatever cir- 
cumstances our own imaginations may be confined. 

Looking first to the mind of the people, we cannot 
expect to find good examples of the chimney, as we go to 
the south. The Italian or the Spaniard does not know 
the use of a chimney : properly speaking, they hâve such 
^ thîngs, and they light a fire, five days in the year, chiefly 
of wood, which does not give smoke enough to teach the 
chimney its business ; but they hâve not the slightest idea 
of the meaning or the beauty of such things as hobs, and 
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hearths, and Chrîstmas blazes ; and we should, therefore, 
expect, à j>7*iori, tliat there would be no soûl in theii 
chimneys ; that they would hâve no practîsed Bubstantial 
air about them ; that they would, in short, be as awkward 
and as rauch in the way, as individuals of the human race 
are, when they don't know what to do with themselves, or 
what they were created for. But in England, sweet car- 
bonaceous England, we flatter ourselves we do know 
soraething about fire, and sraoke too, or our eyes hâve 
strangely deceived us; and from the whole comfortable 
character and fireside disposition of the nation, we should 
conjecture that the architecture of the chimney would be 
nnderstood, both as a matter of taste and as a raatter of 
coraf ort, to the ne plus ultra of perfection. Let us see 
how far our expectations are realised. 

Figs. 7, 8, and 9, are English chimneys. They are 
distinguishable, we think, at a glance, from ail the rest, 
by a downright serviceableness of appearance, a substan 
tial, nnaffect.ed, décent, and chimney-like deportment, 
in the contemplation of which we expérience infinité 
pleasure and édification, particularly as it seems to* us to 
be strongly contrasted with an appearance, in ail the other 
chimneys of an indefinable somethîng, oiily to be ex- 
pressed by the interesting word "humbug." Fig. 7 is 
a chimney of Cumberland, and' the north of Lancashire. 
It is, as may be seen at a glance, only applicable at the 
extremity of the roof, and requires a bent flue. It is built 
of unhewn stones, in the same n^anner as the Westmore- 
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land cottages; the flue itself being not oiie-third the 
f width of the chimney, as is seen at the top, where four 
flat stones placed on their edges forni the termination of 
the flue itself, aiid give lightiiess of appearance to the 
whole. Cover this with a pièce of paper, and observe 
how heavy and square the rest becomes. A few project- 
ing stones continue the Une of the roof across the centre 
of the chimney, and two large masses support the projec- 
tion of the whole, and unité it agreeably with the wall. 
This is exclusively a cottage chimney; it cannot, and 
must not, be built of civilized materials; it must be 
rough, and mossy, and brolcen; but it is decidedly the 
best chimney of the whole set. It is simple and substan- 
tial, without being cumbrous ; it gives great variety to the 
wall from which it projects, terminâtes the roof agreeably, 
and dismisses its smoke with infinité propriety. 

Fig. 8 is a chimney common over the whole of the 
north of England; being, as I think, one that will go 
well in almost any wdnd, and is applicable at any part of 
the roof. It is also roughly built, consisting of a roof of 
loose stones, sometimes one large flat slab, supported 
above the flue by four large supports, each of a single 
«tone. It is rather light in its appearance, and breaks the 
ridge of a roof very agreeably. Separately cohsidered, 
it is badly proportioned ; but, as it just equals the height 
to which a long chimney at the extremity of the building 
would rise above the roof (as in Fig. 7) it is quite right 
m sit'U^ and would be ungainly if it were higher. The 
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\i\f\ff^ j/art j« alwavB dark« owîng lo the gmoke, and tells 
a^^r^^bly againi^t any liackground geen through the 

Fîg, i9 w the chîiJiTiey of the Westmoreland cottage 
M'iiîch ionuf'A the »uhject of the last paper (p. 42». The 
^^^^i^l ta«te wliich prevaîled in the rest of the building is 
iiot ¥^f i^^/Tinpîciioiift hère, }>ecaiifte the architect has begun 
fo i'/fUM(h:r effec-t îrmtead of utih'ty, and ha« pat a diamond- 
hha]x;d pîer^ of omanient on the front (usiially contain- 
îng the dat<; of the building;, which was not neceesarr, 
and KK;k» ont of plar^e. Ile has endeavoured to build 
îieaily Uhj, and lia» befetowed a grxxl deal of plaster on 
the outhide, by ail which cîrcunistances the work is 
inflnitely deteriorated. We hâve always disliked cylin- 
drical chimneyH, jjrobably becausc they put us in mind of 
ghiHHliouHC» and nianufactories, for we are aware of no 
Tfiore dcîfinito rea«on ; yet this exainple is endurable, and 
hiiH a cîliaractx^r about it which it would be a pîty to lose. 
SoHHîtinieH when the square part is carrîed down the 
whole front of the cottage, it looks like the remaîns of 
Honifî gr(îy towcr, and is not felt to be a chimney at ail. 
Ku(îh (kîc(îi)tions are always very dangerous, though in 
this CHHo Hornetinics attended with good effect, as in the 
old building callcd Conîston Hall, on the shores of 
(îoniHton Wator, whose distant outline (Fig. 25) is rendered 
liglit and picturosquo, by the sîze and shape of its chîm- 
luy'K, which are tJie same in cliaracter as Fig. 9. 

Of English chinincys adapted for l)iiikliugs of a more 
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elevated character, we can adduce no good examples. 
The old red brick masB, which we see in some of oui- 
venei-able maiior-hoiiecs, bas a great deal of Englisb 
cbaracter about it, and ia alwaye agreeable, when the rest 
of tlie building is of brick. Fîg. 21 ii a chimney of thîe 



Pig. 36. 




kind : there is nothing remarkable in it ; it is to be met 
with ail over Eugland ; but we hâve placed it beside ita 
neiglibour Fig. 22, to show bow the saine form and idea 
are modified by the niind of the nations wbo eniploy it. 
The design is tlie saine in btitb, the proi'ortiuns alsci ; but 
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thc one Î8 a chimney, the other a paltry model of a 
paltrier édifice. Fig. 22 is Swîss, and is liable to ail the 
objections advanced against the Swiss cottages ; it is a 
despicable mimiciy of a large building, like the tower in 
the engraving of the Italian cottage (Fig. 40, p. 104), 
carved in stone, it is true, but not the less to be repro- 
bated. Fig. 21, on the contrary, is adapted to its use, 
and has no affectation about it. It would be spoiled, how- 
ever, if built in stone ; because the marked bricks tell us 
the size of the whole at once, and prevent the eye from 
Buspecting any intention to deceive it with a mockery of 
arches and columns, the imitation of which would be too 
perf ect in stone ; and theref ore, even in this case, we hâve 
failed to discover a chimney adapted to the higher class 
of édifices. 

Fig. 10 is a Netherland chimney, Figs. 11 and 12 Ger- 
man. Fig. 10 belongs to an old Gothic building in Ma- 
lines, and is a good example of the application of the 
sarae lines to the chimney which occur in other parts of 
the édifice, without bestowing any false élévation of char- 
acter. It is roughly carved in stone, projecting at its base 
grotesquely from the roof, and covered at the top. Tlie 
pointed arch, by which its character is given, prevents it 
from breaking in upon the lines of the rest of the build- 
ing, and, therefore, in reality it renders it less conspicuous 
than it would otherwise hâve been. We ne ver should 
hâve noticed its existence, had we not been looking for 
chimneys. 
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Fig. 11 is also carved in stone, and where there is 
much variety of architecture, or where the buildings are 
grotesque, would be a good chimney, for the very simple 
reason that it resembles nothing but a chimney, and its 
lines are gracef ul. Fig. 12, though ugly in the abstract, 
might be used with effect in situations where perfect sim- 
.plicity would be too conspicuous; but both Figs. 11 and 
12 are evidently the awkward efforts of a tasteless nation, 
to produce something onginal : they hâve lost the chastity 
which we admired in Fig. 7, without obtaining the grâce 
and spirit of Figs. 17 and 20. In fact, they are essen- 
tiallv German. 

Figs. 14 to 18 inclusive, are Spanish, and hâve a pecu- 
liar character, which would render it quite impossible to 
employ them out of their own country. Yet they are not 
decorated chimneys. There is not one fragment of oma- 
ment on any of them. AU is donc by variety of form; and 
with such variety no fault can be found, because it is 
necessary to give them the character of the buildings, out 
of which they rise. For we may observe hère, once for 
ail, that character may be given either by form or by dé- 
coration, and that where the latter is improper, variety of 
the former is allowable, because the humble associations 
which render ornament objectionable, also render sim- 
plicity of form unnecessary.^ We need not then lind 
fault with fantaatic chimneys, provided they are kept in 

* Elévation of character, as waâ seen in the Italian cotta^^e, dépends 
npon simplicity of form. 
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unîson wîth tlie rest of the building, and do not draw too 
much attention. 

Fig. 14, according to thîs rule, is a very good chimney. 
It is gracef ul without being pretending, and its grotesque- 
ness well suits the buildings round it — we wish \^e could 
give them ; tliey are at Cordova. 

Figs. 16 and 17 ought to be seen, as they would be in 
reality, rising brightly up against the deep blue heaven of 
the south, the azuré gleaming through their hollows ; un- 
less perchance a slight breath of refined, pure, pale vapour 
finds its way from time to time out of them into the light 
air ; their tiled caps casting deep shadows on their white 
surfaces, and their tout ensemble causing no interruption 
to the feelings excîted by the Moresco arches and 
grotesque dwelling-houses with which they would be 
surrounded ; they are sadly spoiled by being eut off at 
* their bases. 

Figs. 13, 19, and 20 are Italian. Fig. 13 bas only 
been given because it is constantly met with among the 
more modem buildings of Italy Figs. 19 and 20 are 
almost the only two varieties of chimneys which are to be 
found on the old Venetian palaces (whose style is to be 
traced partly to the Turk, and partly to the Moor). The 
curved Unes of Fig. 19 harmonise admîrably with those of 
the roof îtself , and its diminutive size leaves the simplicity 
of form of the large building to which it belongs en- 
tirely uninterrupted and uninjured. Fig 20. is seen ])er- 
petually carrying the whiteness of the Yenetian marble up 
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into the sky ; but it is too tall, and attracts by far toc 
much attention, being conspicuous on the sides of ail the 
canals. Figs. 22, 23, and 24 are Swiss. Fig. 23 is one 
spécimen of an extensive class of decorated chimneys met 
with in the north-eastem cantons. It is never large, and 
consequently having no false élévation of character, and 
being always seen with eyes which hâve been prepared for 
it, by resting on the détails of the Swiss cottage, is less 
disagreeable than might be imagined, but ought never to 
be imitated. The pyramidal form is generally preserved, 
but the design is the same in no two examples. 

Fig. 24 is a chimney very common in the eastern can- 
tons, the principle of which we never undei^stood. The 
oblique part moves on a hinge so as to be capable of 
covering the chimney like a hat, and the whole is covered 
with wooden scales, like those of a fish. This chimney 
sometimes comes in very well among the conf used rafters 
of the mo un tain cottage, though it is rather too remark- 
able to be in good taste. 

It seems then, that out of the eighteen chimneys which 
we hâve noticed, though several possess character, and 
one or two élégance, only two are to be found fit for 
imitation ; and. of thèse, one is exclusively a cottage 
chimney. This is somewhat remarkable, and may serve 
as a proof : — 

Ist. Of what we at first asserted, that chimneys which 
in any way attract notice (and if thèse had not, we should 
not hâve sketched them) were seldom to be imitated ; that 
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Itère are few buildings which require them to be singu- 
lar, and none which can tolerate them if decorated ; and 
that the architect should always remember that the size 
and height being by necessity fixed, the f orm which draws 
least attention is the best. 

2dly. That this inconspiciiousness is to be obtained, not 
by adhering to any model of simplicity, but by taking 
especial care that the Unes of the chimneys are no inter- 
ruption, and its colour no contrast, to those of the build- 
ing to which it belongs. Thus, Figs. 14 to 18 would be 
far more actually remarkable, in their natural situation, 
if they were more simple in their form ; for they would 
interrupt the character of the rich architecture by which 
they are surrounded. Fig. 10, rising as it does above an 
old Gothic window, would hâve attracted instant attention, 
had it not been for the occurrence of the same lines in it 
which prevail beneath it. The form of Fig. 19 only 
assimilâtes it more closely with the roof on which it 
stands. But we must not imitate chimneys of this kind, 
for their excellence consists only in their agreement with 
other détails, separated from which they would be objec- 
tionable ; we can only foUow the principle of the design, 
which appears, from ail that we hâve advanced, to be this : 
we require, in a good chimney, the character of the huild- 
ing to which it helonga divested of ail its élévation^ and 
its prevailing lines dejprvved of ail their ornament, 

This it is, no doubt, excessively difRcult to give ; and, 
in conséquence, there are very few cities or édifices in 
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whlch the chimneys are not objectionable. "We must not, 
therefore, omit to notice the f ulfilment of our expecta- 
tions, f ounded on English character ; the only two chim- 
neys fit for imitation, in the whole eighteen, are English ; 
and we wonld not infer anything from this, tending to 
invalidate the position formerly advanced, that there was 
no taste in England ; but we would adduce it as a farther 
illustration of the rule, that what is most adapted to its 
purpose is most beautif ul. For that we hâve no taste, 
even in chimneys, is sufliciently proved by the roof effects, 
even of the most ancient, unaffected, and unplastered of 
our streets, in which the chimneys, instead of assisting in 
the composition of the groups of roofs, stand ont in star- 
ing masses of scarlet and black, with foxes and cocks 
whisking about, like so many black devils, in the smoke 
on the top of them, internipting ail repose, annihilating 
ail dignity, and awaking every possible conception which 
would be picturesque, and every imagination which would 
be rapturous, to the mind of master-sweeps. 

On the other hand, though tliey hâve not on the Conti- 
nent the same knowledge of the use and beauty of chim- 
neys in the abstract, they display their usual good taste in 
grouping or concealing them ; and, whether we find them 
mingling with the f antastic domiciles of tlie German, with 
the riçh imaginations of the Spaniard, with the classical 
remains and créations of the Italian, they are never intru- 
sive or disagreeable ; and either assist tlie grouping, and 
relieve the horizontality of the lines of the roof, or remain 
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entirely unnoticed and insignificant, smoking thcir pipes 
in peace. 

It is utterly impossible to give rules for the attaînment 
of thèse effects, since they are the resiilt of a feeling of 
the proportion and relation of lines, which, if not natural 
to a person, cannot be acquired but by long practice and 
close observation ; and it présupposes a power rarely 
bestowed on an English architect, of setting regularity 
at défiance, and sometimes comfort out of the question. 
We could give some particular examples of this grouping ; 
but, as this paper has already swelled to an imusual 
length, M^e shall defer them until we corne to the considér- 
ation of Street effects in gênerai. Of the chimney in the 
abstract, we are afraid we liave only said enough to illus- 
trate, without renioving, the difficulty of designing it ; but 
we cannot but think that the gênerai principles which 
hâve been deduced, if carefuUy followed out, woiild be 
found usef ul, if not for the attainment of excellence, at 

least for the prévention of barbarism. 
Oxford, Feb. 10. 

It now only remains for us to conclude the subject of 
tlie Cottage, by a few gênerai remarks on the just ap- 
plication of modem buildings to adorn or vivify natu- 
ral scenery. 

There are, we think, only three cases in which the cot- 
tage is considered as an élément of architectural, or any 
other kind of beauty, since it is ordinarily raised by the 
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peasant where he likes, aiid how he likes ; and, therefore, 
as we hâve seen, frequently in good taste. 

1. When a nobleman, or inan of fortune, amuses liiin- 
self with superintending the érection of the domiciles of 
his domestics. 2. When ornamental summer-houses, or 
mimicries of wigwams, are to be erected as ornamental 
adjuncts to a prospect which the owner has donc ail he 
ean to spoil, that it may be worthy of the honour of 
having him to look at it. 3. When the landlord ex- 
ercises a certain degree of influence over the cottages 
of his tenants, or the improvements of the neighbour- 
ing village, so as to induce such a tone of feeling in 
the new érections as he may think suitable to tlieir 
situation. 

In the first of thèse cases, there is little to be said; 
for the habitation of the domestic is generally a dépend- 
ent feature of his master's, and, therefore, to be con- 
sidered as a part of it. Porters' lodges are also dé- 
pendent upon, and to be regulated by, the style of the 
architecture to which they are attached; and they are 
generally well managed in England, properly united with 
the gâte, and adding to the efifect of the entrance. 

In the second case, as the act is in itself a barbar- 
ism, it would be useless to consider what would be the 
best mode of perpetrating it. 

In the third case, we think it will be usef ul to apply 
a few gênerai principles, deduced from positions form- 
erly advanced. 
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Ail buildings are, of course, to be considered in con- 
nexion with the country in whieh they are to be raiaed. 
!Now, ail landseape must posseas one ont of four dis- 
tinct cliaracters. 

It inust be either woody, the green country ; cultivated, 
the blue country ; wild, the grey country ; or hilly, the 
brown country. 

1. The Woody, or green, Country. By this is to be un- 
deratood the mixture of park, pasture, and variegated 
forest, which is only to be seen in teniperate climates, and 
in thoae parts of a kiiigdora which hâve not often changed 
proprietors, but havo remained in unproductive beauty (ot 
at least, fumishing timber only), the garden of the wealth- 
îer population. It is to be seen in no other country, por- 
baps, so well as in England. In other districts, we find 
extensive masses of black forest, but not the mixture ol 
Bunny glade, and various foliage, and dewy sward, which 
we meet with in the richer park districts of England. 
This kind of country is always surgj', oceaiiic, and massy, 
in its outline ; it never affords blue distances, unlesa seen 
from a heigbt; and, even then, the nearer groupa are 
large, and draw away the attention from the background, 
The under soil is kept cool by the sliade, and ita végéta- 
tion rich ; so that the prevailing colour, except for a few 
daye at the fall of the leaf, is a f resh green. A good ex- 
ample of this kind of country is the view from Eichmond 
Hill. 

Now, first, let hb consider what sort of feeling thij 
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green country excites ; and, în order to do so, be it 
observed, that anything which îs apparently enduring and 
unchangeable gives ns an impression rather of future, 
than of past, duration of existence ; but anything which 
being perishable, and from its nature subject to change, 
has yet existed to a great âge, gives us an impression of 
aiitiquity, though, of course, none of stability. A moun- 
taiu, for instance (not geologically speaking, for then the 
f urrows on its brow give it âge as visible as was ever 
wrinkled on huraan forehead, but considering it as ît ap- 
pears to ordinary eyes), appears to be beyond the influence 
of change : it does not put us in mind of its past existence 
by showing us any of the efFect of time upon itself ; we do 
not feel that it is old, because it is not approaching any 
kind of death : it is a mass of unsentient undecaying mat- 
ter, which, if we think about it, we discover must hâve ex- 
isted for some time, but which does not tell this fact to our 
f eelings, or, rather, which tells us of no time at which it 
came into existence ; and, therefore, gives us no standard 
by which to measure its âge, which, unless measured, can- 
not be distinctly felt. But a very old forest tree is a 
thing subject to the saine laws of nature as ourselves : it is 
an energetic being, liable to and approaching death ; its 
âge is written on every spray ; and, because we see it 
is susceptible of lif e and annihilation, like our own, we 
imagine it must be capable of the same f eelings, and pos- 
sess the same faculties, and, above ail others, memory : it 

is always telling us about the past, never pointing to the 
4 
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future; we appeal to it, as to a thing whicli bas seen an 
felt duiîng a life siiniliar to our owu, thoiigh of ti^n tiiiic 
its duratiou, and therefore receive from it a perpétuai in 
pression of anti(piity. So, again, a riiined tower gives i 
an impression of antiquity : tlie stones of wliieli it is buil 
iione ; for tlieir âge is not wj'itten upon tlieni. 

This being the case, it is évident tbat tbe cbief feelin 
induced by woody country is one of révérence for its ant 
quity. There is a quiet nielancboly about the decay of tb 
patriarcbal trunks, wbich is enhanced by the green an 
elastic vigourof the youngsaplings; the noble forin of tb 
forest aisles, and the subdued light which pénétrâtes tliei 
entangled bouglis, combine to add to the impression ; an 
the whole character of tlie scène is calculated to excit 
conservative feeling. The man wlio could remain a rad 
cal iu a wood country is a disgrâce to bis species. 

Kow, tins feeling of mixed nielancboly and veneratio: 
is the one of ail others wliicli the modem cottage must ne 
be allowed to violate. It may be fantastic or rich i; 
détail; for the one character will make it look olc 
fashioned, and the other will assimiLste with tlie intei 
twining of leaf and bough aroimd it : but it must not b 
spruce or natty, or very briglit in colour ; and tlie older i 
looks the better. 

A little grotesqueness in form is the more allowablc 
because the imagination is naturally active in the obscur 
and indefinite daylight of wood scenery ; conjures up in 
numerable beings, of e\ej-y size and sliape, to people it 
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alleys and sinile through its thickets ; and is by no means 
displeased to find some of its inventions half-realized, in a 
decorated panel or grinning extremity of a rafter. 

Thèse chara«ters being kept in view, as objects to be 
attained, the remaining considérations are technical. 

For the form. Select any well-grown grown group of 
the tree which prevails most near the proposed site of the 
cottage. Its summit will be a rounded mass. Take the 
three principal points of its curve ; namely, its apex (c), 
and the two points where it nnites itself with neighbour- 

FiG. 36. 
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ing masses {a and J, Fig. 26). Strike a circle through thèse 
three points ; and the angle contained in the segmeat eut 
ôff by a line joining a and h is to be the angle of the 
cottage roof. (Of course we are not thinking of interior 
convenience ; the architect must establish his model of 
beauty first, and then approach it as nearly as he can.) 
Tins angle will generally be very obtuse ; and this is one 
reiison why the Swiss cottage is always beautiful when it 
is set among walnut or chestnut trees. Its obtuse roof ia 
just about the true angle. With pines or larches, the 
angle should not be regulated by the form of the tree, but 
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by the slope of the branches. The building itself should 
be low and long, so that, if possible, it may not be seen ail 
at once, but may be partially concealed by trunks or leaf- 
âge at varions distances. 

For the colour, that of wood, is always beautif ul. If the 
wood of the near trees be used, so much the better ; but 
the timber should be rough-hewn, and allowed to get 
weather-stained. Cold coloui-s will not suit with green ; 
and, therefore, slated roofs are disagreeable, unless, as in 
the Westmoreland cottage, the gray roof is warmed with 
lîchenous végétation, when it will do well with anything ; 
but thatch is better. If the building be not of wood, the 
walls may be built of anything which will give them a 
quiet and unobtruding warmth of tone. White, if in 
shade, is sometimes allowable ; but, if visible at any point 
more than 200 yards ofF, it will spoil the whole landscape. 
In gênerai, as we saw before, the building will bear some 
f antastic finishing, that is, if it be entangled in forest ; but 
if among massive groups of trees, separated by smooth 
sward, it must be kept simple. 

2. The Cultivated, or blue, Country. This is the rich 
champaign land, in which large trees are more sparingly 
scattered, and which is chiefly devoted to the pui^poses of 
agriculture. In this we are perpetually getting blue dis- 
tances from the slightest élévation, which are rendered 
more decidedly so by their contrast with warm corn or 
ploughed fields in the foreground. Such is the greater 
part of England. The view from the hills of Malvern is 
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a good example. In districts of this kind, ail is change ; 
one year's crop bas no meraory of its predecessor ; ail is 
activity, prosperity and usef ulness ; nothing is lef t to the 
imagination; tliere is no obscurity, no poetry, no non- 
sensé ; the colours of the landscape are bright and varied ; 
it is thickly popnlated, and glowing with animal life. 
Hère, then, the character of the cottage must be cheerf ul- 
ness : its colours may be vivid ; white is always beautif ul ; 
even red tiles are allowable, and red bricks endurable. 
Neatness will not spoil it ; the angle of its roof may be 
acute, its Windows sparkling, and its roses red and abun- 
dant ; but it must not be omamented nor fantastic, itmust 
be evidently built for the uses of common life, and hâve a 
matter-of-fact, business-like air about it. Its outhouses, 
and pigsties, and dunghills should, therefore, be kept iu 
sight: the latter may be made very pretty objects by 
twisting them with the pitchfork, and plaiting them into 
braids, as the Swiss do. 

3. The Wild, or grey, Country. " Wild" is not exactly 
a correct epithet ; we mean wide, unenclosed, treeless un- 
dulations of land, whether cultivated or not. The greater 
part of northem France, though well brought under the 
plough, would come under the dénomination of grey 
country. Occasional masses of monotonous forest do not 
destroy this character. Hère, size is désirable, and massi- 
nes^ of f orm ; but we must hâve no brightness of colour 
in the cottage, otherwise it would di-aw the eye to it at 
three miles ofF, and the whole landscape would be covered 
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with conspîcuoiis dots. Wliite is agreeable, if sobered 
down ; slate allowable on the roof, as well as thatch. For 
the rest, we need only ref er to the remarks f ormerly made 
on the proprîety of tlie French cottage. 

Lastly, Hill, or brown, Country. And hère, if we look 
to England alone, as peculiarly a cottage country, the re- 
marks formerly advanced, in the considération of the 
Westmoreland cottage, are sufficient ; but, if we go into 
mountain districts of more varied character, we shall find 
a difFerence existing between every range of hills, which 
will demand a corresponding difPerence in the style of 
their cottages. The principles, however, are the same in 
ail situations, and it would be a hopeless task to endeavour 
to give more than gênerai principles. In hill country, 
however, another question is introduced, whose investiga- 
tion is peculiarly necessary in cases in which the ground 
has inequality of surface, that of position. And the diffi- 
culty hère is, not so much to ascertain where the building 
ought to be, as to put it there, without suggesting any 
enquiry as to the mode in which it got there ; to prevent 
its just application from appearing artificial. But we 
cannot enter into this enquiry, before laying down a num- 
ber of principles of composition, which are applicable, 
not only to cottages, but gênerai ly, and which we cannot 
deduce until we come to the considération of buildings in 
groups. 

Such are the great divisions under which country and 
rural buildings may be comprehended ; but there are in- 
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termedîate conditions, in whicli modified fonns of the cot- 
tage are applicable ; and it frequently happens that coun- 
try which, considered in the abstract, would fall under 
oiie of tliese classes, possesses, owing to its peculiar 
climate or associations, a very différent character. Italy, 
for instance, is blue country ; yet it bas not the least re- 
semblance to English blue country. We bave paid parti- 
cular attention to wood ; first, because we bad not, in any 
previous paper, considereid what was beautif ul in a forest 
cottage ; and, secondly, because in sucli districts there is 
geiierally much more influence exercised by proprietors 
over their tenantry, than in populous and cultivated dis- 
tricts ; and our English park scenery, though exquisitely 
beautiful, is sometimes, we think, a little monotonous, 
from the want of this very feature. 

And now, farewell to the cottage, and, with it, to the 
humility of natural scenery. We are sorry to leave it ; 
not that we bave any idea of lîving in a cottage, as a cora- 
f ortable thing ; not that we prefer mud to marble, or deal 
to mahogany ; but that, with it, we leave much of what is 
most beautiful of earth, the low and bee-inhabited scen- 
ery, which is fuU of quiet and prideless émotion, of such 
calmness as we can imagine prevailing over our earth 
when it was new in heaven. We are going into higher 
walks of architecture, where we shall find a less close 
connexion established between the building and the soil 
on which it stands, or the air with which it is surrounded, 
but a doser connexion with the character of its înhabitaut. 
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We shall hâve less to do with natiiral feeling, and more 
with human passion ; we are coming out of stillness înto 
turbulence, out of seclusion into the multitude, out of the 
wildemess into the world. 



THE VILLA. 
TIicl Mountain ViUa. — Lago âJi Como. 

In ail arts or sciences, before we can détermine what is 
just or beautiful in a group, we must ascertaîn what is dé- 
sirable in the parts which compose it, separately con- 
sidered ; and therefore it will be most advantageous in the 
présent case to keep ont of the village and the city, until 
we hâve searched hill and dale for examples of isolated 
buildings. This mode of considering the subject is also 
agreeable to the feelings, as the transition from the higher 
orders of solitary édifices, to groups of associated éditées, 
is not too sudden or startling. as that from naturels most 
humble peace, to man's most turbulent pride. 

We hâve contemplated the rural dwelling of the pea- 
sant ; let us next consider the ruralised domicile of the 
gentleman : and hère, as before, we shall first détermine 
what is theoretically beautiful, and then observe how far 
our expectations are f ulfiUed in individual buildings. But 
a few preliminary observations are necessary. 

Man, the peasant, is a being of more marked national 

character, than man, the educated and refined. For na- 

tionality is founded, in a great degree, on préjudices and 

feelings inculcated and aroused in youth, which grow in- 

veterate in the mînd as long as its views are confined to 
4* 
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the place of its birth ; its ideas moulded by the customs of 
its country, and its conversation limited to a circle com- 
posed of individuals of habits and feelings like its own ; 
but which are gradnally softened down, and eradicated, 
when the mind is led into gênerai views of thîngs, wheii it 
is guided by reflection instead of habit, and has begun to 
lay aside opinions contracted under the influence of asso- 
ciation and prepossession, substituting in their room philo- 
Bophical déductions from the calm contemplation of the 
varions tempers, and thoughts, and customs, of raankind. 
The love of its country will remain with undiminished 
strength in the cultivated mind, but the national modes 
of thinking will vanish from the disciplined intellect. 
Now as it is only by thèse mannerisms of thought that 
arcRitecture is affected, we shall find that the more polish- 
ed the mind of its designer, the less national will be the 
building ; for its architect will be led away by a search 
after a model of idéal beauty, and will not be involun- 
tarily guided by deep-rooted feelings, goveming irresistî- 
bly his heart and hand. He will therefore be in per- 
pétuai danger of forgetting the necessary unison of scène 
and climate, and following up the chase of the idéal, will 
neglect the beauty of the natural ; an error which ho 
could not commit, were he less gênerai in his views, for 
then the préjudices to which he would be subject, would 
be as truly in unison with the objects which créât ed 
them, as answering notes with the chords which awaken 
them. We raust not, therefore, be surprised, if buildings 
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bearing împress of the exercise of fine thought and liigh 
talent in their design, should yet ofPend us by perpétuai 
discords with scène and climate ; and if, therefore, we 
sometimes dérive less instruction, and less pleasure, from 
tlie columnar portico of the Palace, than from the latched 
door of the Cottage. 

Agaîn : man, in his hours of relaxation, when he îs en- 
gaged in the pursuits of niere pleasure, is less national 
than when he îs under the influence of any of the more 
violent feelings which agitate every-day life. The reason 
of this may at first appear somewhat obscure, but it will 
become évident, on a little reflection. Aristotle's défini- 
tion of pleasure, perhaps the best ever given, is, " an agi- 
tation, and settling of the spirit into its own proper na- 
ture ;" similar, by the by, to the giving of liberty of motion 
to the molécules of a minerai, followed by their crystal- 
lisation, into their own proper form. New this " proper 
nature," V7rdp'xpv<riv 0v<riv, is not the acquired national 
habit, but the common and universal constitution of the 
human soûl. This constitution is kept under by the feel- 
ings which prompt to action, for those feelings dépend 
upon parts of character, or of préjudice, which are pecu- 
liar to individuals or to nations ; and the pleasure which 
ail men seek is a kind of partial casting away of thèse 
more active feelings, to return to the calm and unchang- 
ing constitution of mind which is the same in ail. Wo 
shall, therefore, find that man, in the business of his life, 
in religion, war, or ambition, is national, but in relaxation 
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he manifeste a nature common to every îndividual of hîa 
race. A Turk, for instance, and an Englisli farmer, 
smoking their eveiiing pipes, differ only in so much as the 
one bas a mouth-piece of amber, and the other one of 
sealing-wax ; the one has a turban on bis head, and the 
other a night-cap ; they are the same in f eeling, and to ail 
intents and purposes the same men. But a Turkish janis- 
sary and an Englisb grenadier differ widely in ail their 
modes of tbinking, f eeling, and acting ; they are strictly 
national. So again, a Tyrolese evening dance, tbough the 
costume, and the step, and the music may be différent, is the 
same in f eeling as that of the Parisian guinguette ; but f ol- 
low the Tyrolese into their temples, and their deep dévotion 
and beautif ul though superstitions révérence will be f ound 
very différent f rom any f eeling exhibited during a mass în 
Notre-Dame. This being the case, it is a directconsequence, 
that we shall find much nationality in the Church or the 
Fortress, or in any building devoted to the purposes of 
active life, but very little in that which is dedicated ex- 
clusively to relaxation, the Villa. We shall be compelled 
to seek out nations of very strong feeling and Imaginative 
disposition, or we shall find no correspondence whatever 
between their character, and that of their buildings de- 
voted to pleasure. In our own country, for instance, there 
is not the slightest. Beginning at the head of Winder- 
mere, and runnîng down îts border for about six miles, 
there are six important gentlemen's seats, villas they may 
be called, the first of which is a square white mass, de- 
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corated with pilasters of no order, set in a green avenue, 
sloping down to the water; the second is an imitation, we 
suppose, of something possessing theoretical existence in 
Switzerland, with sharp gable ends, and wooden flourishes 
turning the coniers, set on a little dumpy mound, with a 
slate wall running ail round it, glittering with iron pyrites ; 
tlie third is a blue dark-looking box, squeezed up into a 
group of straggly larches, with a bog in front of it ; tht 
f ourth is a cream-coloured domicile, in a large park, rather 
quiet and unafEected, the best of the four, though that is not 
saying much ; the fifth is au old-fashioned thing, formai, 
and narrow-windowed, yet grey in its tone, and quiet, and 
not to be maligned ; and the sixth is a nondescript, cir- 
cular, putty-coloured habitation, with a leaden dôme on the 
top of it. If, however, instead of taking Windermere, we 
trace the shore of the Lago di Como, we shall find some 
expression and nationality, and there, therefore, will we 
go, to return, however, to England, when we hâve ob- 
tained some data by which to judge of her more fortunate 
édifices. We notice the Mountain Villa first, for two 
reasons ; because effect is always more considered in its 
érection, than when it is to be situated in a less interesting 
country, and because the effect desired is very rarely given, 
there being far greater difficulties to contend with. But 
one Word more, before setting off for the south. Though, 
as we saw before, the gentleman has less national char- 
acter than the boor, his individual character is more 
marked, especially in its finer features, which are clearly 
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and perfectly developed by éducation ; conseqnently, 
when the inhabîtant of the villa bas bad anytbîng to do 
witb its érection, we migbt expect to find indications of 
îndividual and peculiar f eelings, wbicb it would be most 
interesting to follow ont. But tliis is no part of our pré- 
sent task ; at some future period we hope to give a séries 
of essays on tbe babitations of tbe most distinguisbed men 
of Europe, sbowing bow tbe altérations wbicb tbey di- 
rected, and tbe expression wbicb tbey bestowed, corres- 
ponded witb tbe tum of tbeir émotions, and leading intel- 
lectual faculties ; but at présent we bave to deal only witb 
generalities ; we bave to ascertain, not wbat will be pleas- 
ing to a single mind, but wbat will afford gmtification to 
every eye possessing a certain degrce of expérience, and 
every mind endowed witb a certain degree of taste. 

Witbout furtber préface, tberefore, let us endeavour to 
ascertain wbat would be tbeoretically beautiful, on tbe 
sbore, or among tbe scenery of tbe Larian Lake, prepara- 
tory to a sketcb of tbe gênerai features of tbose villas 
wbi(îb exist tbere, in too great a multitude to admit, on 
our part, of mucb individual détail. 

For tbe gênerai tone of tbe scenery, we may refer to 
tbe paper on tbe Italian cottage ;* for tbe sbores of the 



* The GTiarcLCter of the Italian Mountain Scenery. — That Italian 
mountain scenery bas less élévation of character than the plains may 
appear singular ; but there are many simple reasons for a f act which, 
we doubt not, bas been felt by every one (capable of feeling anytbing) 
who ever left tbe Alps to pass into Lombardy. Tbe first is, tbot a 
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Lake of Como hâve generally the character there des- 
cribed, with a little more cheerfulness, and a little less 
élévation, but aided by great variety of forra. They are 
not quite so rich in végétation as the plains : both becaiise 
the soil is scanty, there being, of course, no décomposition 
going on among the rocks of black marble which form 
the greater part of the shore ; and because the mountains 
rise steeply from the water, leaving only a narrow zone at 



mountain scène, as we saw in the last paper, bears no traces of decay, 
since it never possessed any of life. The désolation of the stérile 
peaks, never having been interrupted, is altogether free from the 
melancholy which is conséquent on the passing away of interruption. 
They stood up in the time of Italy's glory, into the voiceless air, while 
ail the life and light which she remembers now was working and 
moving at their feet, an animated cloud, which they did not feel, and 
do not miss. That région of life never reached up their flanks, and has 
left them no memorials of its being; they hâve no associations, no 
monuments, no memories ; we look on them as we would on other hills : 
things of abstract and natural magnificence, which the présence of man 
could not increase, nor his departure sadden. They are, in consé- 
quence, destitute of ail that renders the name of Ausonia thrilling, or 
her champaigns beautif ul, beyond the mère splendeur of climate ; and 
even that splendeur is unshared by the mountain ; its oold atmosphère 
being undistinguished by any of that rich, purple, ethereal trans- 
parency, which gives the air of the plains its depth of f eeling : we 
can find no better expression. 

Secondly. In ail hill scenery, though there is increase of size, there 
is want of distance. We are not speaking of views from summits, but 
of the average aspect of valleys. Suppose the mountains be 10,000 ft. 
high, their summit wiU not be more than six miles distant in a direct 
line ; and there is a gênerai sensé of confinement, induced by their 
wall-like boundaries, which is painful, contrasted with the wide expa- 
tiation of spirit induced by a distant view over plains. In ordinary 
countries, however, where the plein is an uninteresting mass of culti- 
vation, the sublimity of distance is not to be compared to that of 
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their bases in the clîinate of Italy. In that zone, how 
ever, the olive grows in great luxuriance, with the cypress, 
orange, aloe, myrtle, and vine, the latter alvvays trellised. 

Now, as to the situation of tlie cottage, we hâve already 
seen that great humility was necessary, both in the build- 
ing and its site, to prevent it frora offending us by an 
apparent struggle with forces, compared with which îts 
strength was dust: but we cannot hâve this extrême 



size : but, where every yard of the cultivated country has its taie to 
tell; where it is perpetually intersected by rivera whose names axe 
meaning music, and glancing with cities and villages, every one of 
which haâ its own halo round its head ; and where the eye is carried by 
the cleamess of the air over the blue of the farthest horizon, without 
finding one wreath of mist, or one shadowy cloud, to check the dis- 
tinctness of the impression; the mental émotions excited are richer, 
and deeper, and swifter than could be awakened by the noblest hUla 
of the earth, unconnected with the deeds of men. 

Lastly. The plain country of Italy has not even to choose between 
the glory of distance and of size, for it has both. I do not think there 
is a spot, from Venice to Messina, where two ranges of mountains, at 
the least, are not in sight at the same time. In Lombardy, the Alx>s 
are on one side, the Apennines on the other ; in the Venetian territory, 
the Alps, Apennines, and Euganean Hills ; going southwards, the Apen- 
nines always, their outworks running far towards the sea, and the coast 
itself frequently mountainous. Now, the aspect of a noble range of 
hills, at a considérable distance, is, in our opinion, far more imposin^ 
(considered in the abstract) than they are seen near : their height is 
better told, their outlines softer and more melodious, their majesty 
more mysterious. But, in Italy, they gain more by distance thaa 
majesty : they gain life. They cease to be the cold forgetful thingpei 
they were ; they hold the noble plains in their lap, and become 
vénérable, as having looked down upon them, and watched over them 
for ever, unchanging ; they become part of the pictures of associations ; 
we endow them with memory, and then f eel them to be possessed of 
aJl that i3 glorious on earth. 
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Immility in the villa, the dwelling of wealth and power, 
and yet we must not, any more, suggest the idea of its 
resisting natural influences under which the Pyramids 
could not abide. The only way of solving the difiiculty 
isj to sélect snch sites as shall seem to hâve been set aside 
by nature as places of rest, as points of calm and endur- 
ing beauty, ordained to sit and smile in their glory of 
quietness, while the avalanche brands the mountain top, 
and the torrent désolâtes the valley ; yet so preserved, not 

For thcse three reasons, then, the plains of Italy possess far more 
élévation of character than lier hiU scenery. To the northward, this 
contrast is felt veiy strikingly, as the distinction is well marked, the 
Alps rising sharply and suddenly, To the southward, the plein is more 
mingled with low projecting promontories, and unités almost every kind 
of beauty. However, even among her northem lakes, the richness of 
the low climate, and the magnificence of form and colour presented 
by the distant Alps, raise the character of the scène immeasurably 
above that of most hill landscapes, even were those natural featurea 
entirely unassisted by associations which, though more sparingly scat- 
tered than in the south, are sufficient to give light ta every leaf , and 
voice to every wave, 

The Avalanche brands the Mountain Top. — There are two kinds of 
winter avalanches ; the one, sheets of frozen snow, sliding on the sur- 
face of others. The swiftness of thèse, as the clavendier of the Cou- 
vent of St. Bernard told me, he could compare to nothing but that of 
a cannon bail of equal size. The other is a rolling mass of snow, 
aocumulating in its descent. This, grazing the bare hiU side, tears up 
its surface like dust, bring^g away soil, rock, and végétation, as a 
grazing bail tears flesh ; and leaving its withered path distinct on the 
green hill side, as if the mountain had been branded with red-hot 
iron. They generally keep to the same paths ; but, when the snow 
accumulâtes, and sends down one the wrong way, it has been known to 
eut down a pine f orest, as a scythe mows grass. The taie of its work 
is well told by the seared and branded marks on the hiU summits and 
âdes. 
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by slielter amîdst violence, but by being placed wholly oui 
of the influence of violence. For in this they must differ 
from the site of the cottage, that the peasant may seek 
for protection under some low rock or in some narrow 
dell, but the villa must hâve a domain to itself, at once 
conspicuous, beautif ul, and calra. 

As regards the form of the cottage, we hâve seen how 
the Westmoreland cottage harmonised with the ease of out- 
line 80 conspicuous in hill scenery, by the irregularity of its 
détails ; but, hère, no such irregularity is allowable or con- 
sistent, and is not even désirable. For the cottage enhan- 
ces the wildness of the surround ing scène, by sympathising 
with it ; the villa must do the same thing, by contrasting 
with it. The eye feels, in a far greater degree, the terror 
of the distant and desolate peaks, when it passes down 
theîr ravined ^ides to sloping and verdant hills, and is 
guided from thèse to the rich glow of vegetable lif e in the 
low zones, and through this glow to the tall front of some 
noble édifice, peacef ul even in its pride. But this contrast 
must not be sudden, or it will be startling and harsh ; and 
therefore, as we saw above, the villa must be placed where 
ail the severe features of the scène, though not concealed, 
are distant, and where there is a graduation, so to speak, 
of impressions, from terror to loveliness, the one softened 
by distance, the other elevated in its style : and the form 
of the villa must not be fantastic or angular, but must be 
full of variety, so tempered by simplicity as to obtain ease 
of outline united with élévation of character ; the first be» 
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iîîg necessary for reasons before advanced, and the second, 
that tlie whole may harmonise with the feelings induced 
by the lofty features of the accompanying scenery in any 
hill country, and yet more, on the Larian Lake, by the 
deep memories and everlastîng associations which haunt 
the stillness of its shore. Of the colonr required by Italian 
landscape we hâve spoken before, and we shall see that, 
particnlarly in this case, white or pale tones are agreeable. 
We shall now proceed to the situation and form of the 
villa. As regards situation ; the villas of the Lago di 
Como are built, par préférence^ either on jutting promon- 
tories of low crag covered with olives, or on those parts of 
the shore where some mountaiu stream has carried ont a 
bank of alluvium into the lake. One objéct proposed in 
this choice of situation is, to catch the breeze as it cornes up 
the main opening of the hills, and to avoid the reflectiou 
of the sun's rays from the rocks of the actual shore ; and 
another is, to obtain a prospect up or down the lake, and of 
the hills on whose projection the villa is built : but the 
effect of this choice, when the building is considered the 
object, is to carry it exactly into the place where it ought 
to be, far from the précipice and dark mountain, to the 
border of the bending bay and citron-scented cape, where 
it stands at once conspicuous and in peace. For instance, 
in Fig. 27, (Bellaggio, Lago di Como), although the eye 
falls suddenly from the crags above to the promontory 
below, yet ail the sublime and severe features of the 
scène are kept in the distance, and the villa itself is min- 
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gled with graceful Unes, and embosomed in rich végéta- 
tion. The proinoiitory séparâtes the Lake of Lecco frora 
tliat of Como, pi-operlj so called, and ia three miles frora 
the opposite shore, whîch gives roora enOQgh for aerial 
perspective. So aleo in Fig. 28. 




mMMm> 



We shall now consîder the form of the villa. It is gen- 
erally the apex of a séries of artificial terraces, which eon- 
diict throngh its gardens to the water. Thèse are formai 
in their design, but extensive, wido, and majestie in their 
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slope, the steps beîng generally about i ft. high and 4^ f t. 
wide (sometimes however much deeper). They are gene- 
rally supported by white wall, strengthened by unfiUed 
arches, the angles being tumed by sculptiired pedestals, sur- 
mounted by statues, or nnis. Along the terraces are car* 
ried rows, sometimes of cypress, more f requently of orange 
or lemon trees, with myrtles, sweet bay, and aloes, inter- 
mingled, but always with dark and spiry cypresses occnr- 
ring in groups ; and attached to thèse terraces, or to the 
villa itself, are séries of arched grottoes (seen well in Fig. 
27), built (or sometimes eut in the rock) for coolness, fre- 
quently overhanging the water, kept dark and fresh, and 
altogether delicious to the feelings. A good instance of 
thèse united peculiarities is seen in Fig. 27. (Villa Somma- 
E-iva, Lago di Como). There are a few slight additions 
made to the détails of the approach, tliat it may be a good 
example of gênerai style. 

The effect of thèse approaches is disputable. It is dis- 
pleasing to many, from its formality ; but we are per- 
suaded that it is right, because it is a national style, and 
therefore has in ail probability due connexion with scène and 
character ; and this connexion we shall endeavour to prove. 

The fréquent occurrence of the arch is always delight- 
f ul in distant effect, partly on account of its gracef ul Une, 
partly because the shade it casts is varied in depth, becom- 
ing deeper and deepèr as the grotto retires, and partly be- 
cause it gives great apparent élévation to the walls which 
it supports. The grottoes themselves are agreeable objecte 
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seen near, becaiise they gîve an impression of coolness to 
tlie eye ; aud they écho ail sounds with great melody ; 
small streams are of ten conducted through them, occasion- 
iiig slight breezes by their motion. Then the statue and 
the urn are graceful in their outline, classical in their 
meaning, and correct in their position, for where could they 
be more appropriate than hère: the one ministering to 
memory, and the other to monrning. The terraces them- 
selves are dignified in their character (anecessary effect, as 
we saw above), and even the formai rows of trees are right in 
this climate, for a peculiar reason. Effect is always to be 
considered, in Italy, as if the sun were always to shine, for 
it does nine days ont of ten. Now the shadows of foliage 
regularly disposed, f ail with a grâce which it is impossible 
to describe, running up and dowu across the marble steps, 
and casting altemate statues into darkness ; and cheqner- 
ing the white walls with a "method in their madness,'' 
altogether unattainable by loose grouping of trees; a.nd 
therefore, for the sake of this kind of shade, to which the 
eye, as well as the feeling, is attracted, the long row of 
cypresses or orange trees is allowable. But there is a still 
more important reason for it, of a directly contrary nature 
to that which its formality would seem to requîre. In ail 
beautif ul designs of exterior descent, a certain regularity 
is necessary ; the lines should be graceful, but they must 
balance each other, slope answering to slope, statue to 
statue. Now this mathematical regularity would h art the 
eye excessively in the midst of scènes of natural grâce, 
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were it executed in bare stone ; but, îf we raake part of 
the design itself foliage, and put in touches of regular 
sliade, alternating with the stone, whose distances and 
darkness are as mathematically limited as the rest of the 
grouping, but whose nature is changeful, and varied in in- 
dividual forms, we hâve obtained a link between nature 
and ait, a step of transition, leading the feelings gradually 
from the beautj of regularity to that of freedom. And 
this effect would not be obtained, as might at first appear, 
by intermingling trees of différent kinds, at irregular dis- 
tances, or wherever they choose to grow ; for then the de- 
sign and the foliage would be instantly separated by the 
eye, the symmetry of the one would be interrupted, the 
grâce of the other lost ; the nobility of the design would 
not be seen, but its formality would be f elt ; and the wild- 
ness of the trees would be injurions, because it would be 
felt to be out of place. On principles of composition, 
therefore, the regular disposition of décorative foliage is 
right, when such foliage is mixed with arcliitecture ; but 
it requires great taste, and long study, to design this dis- 
position properly. Trees of dark leaf and little colour 
should be invariably used, for they are to be considered, 
it must be reraembered, rather as free touches of shade, 
than as trees. Take, for instance, the most simple bit of 
design, such as the hoUow balustrade Fig. 29, and sup- 
pose that it is found to look cold or raw, when executed, 
and to want depth. Then put small pots, with any 
dark shrub, the darker the better, at fixed places be- 
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hind them, at the same distance as the bahistradeB, or 
between every two or tliree, as shown in Fîg. 30, and keep 
them eut down to a certain Iieight, and we hâve immédi- 
ate depth and inereased ease, witli undiminished syranietry. 
[But the great difficulty is to keep the thing within proper 
jlimlts, sinee toc mnch of it will lead to paltrinees, as is the 
case in a Blîght degree in Isola Sella, on Lago Maggiore ; 

Vig. ». 




Fig. 30. 
and not to let it rnn into small détails : for, be it remem- 
bered, that it is only in the majesty of art, in its large and 
gênerai effects, that this regniarity is allowable ; notbing 
but variety ehonld be studied in détail, and therefore there 
oan be no barbarÎBm greater then the lozenge borders and 
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beds of tlie Freneh garden. The scenery aroiind must be 
natnrally rich, tbat îts variety of line may relieve the sligbt 
stiffiiess of the architecture itself; and the cli mate must 
always be coiisidered ; for, as we saw, the chief beauty of 
thèse flights of steps dépends upon the présence of the 
Bnn ; and, if they are to be in shade half the year, the dark 
trees will only make them gloomy, the grass will grow be- 
tween tlie stones of the steps, black weeds will flîcker fi*om 
the pedestals, darap raosses discolour the statues and urns, 
and the whole will becorae one incongruous min, one rîdî- 
culous deeay. Besides, the veiy dignity of its character, 
even could it be kept in proper order, would be out of 
place in any country but Italy. Busts of Yirgil or Ariosto 
would look astonîshed in an English snow-storra ; statues 
of Apollo and Diana would be no more divine, where the 
laurels of the one would be weak, and the crescent of the 
other would neyer gleam in pure moonlight. The whole 
glory of the design consists in îts unison with the dignity 
of the landscape, and with the classical tone of the country. 
Take it away from its concomitant circumstances, and in- 
stead of conducting the eye to it by a séries of lofty and 
dreamy impressions, bring it through green lanes, or over 
copse-covered crags, as would be the case in England, and 
the wholè System becomes utterly and absolutely absurd, 
ugly in outline, worse than useless in application, unmean- 
ing in design, and incongruous in association. 

It seems, then, that in the approach to the Italian villa, 
we hâve discovered great nationality and great beauty. 
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wliich was more than we could hâve expected, but a beauty, 
ntterly untransf érable f rora îts own settled habitation. In 
our next paper we shall proceed to the building îtself , which 
will not detain us long, as it is generally simple in its design, 
and take a gênerai view of villa architecture over Italy. 

We hâve bestowed considérable attention on this style 
of Garden Architecture, because it has been much 
abused by persons of high authority, and gênerai good 
taste, who forgot, in their love of grâce and idéal beauty, 
the connexion with surrounding circumstances so mani- 
fest even in its formality. Eustace, we think, is one of 
thèse ; and although it is an error of a kînd he is perpetu- 
ally committing, he is so far right, that this mannerisra is 
frequently carried into excess even in îts own peculiar do- 
main, then becoming disagreeable, and is always a dange- 
rous style in inexperienced hands. We, think, however, 
paradoxical as the opinion may appear, that every one who 
is a tinie lover of Nature, and has been bred in her wild 
school, will be an admirer of this symmetrical designing, 
in its place ; and will feel, as often as he contemplâtes it, 
that the united effect of the wide and noble steps, with the 
pure water dashing over them like heated crystal, the long 
shadows of the cypress groves, the golden leaves and glo- 
rious light of blossom of the glancing aloes, the pale 
statues gleaming along the heights in their everlasting 
death in life, their motionless brows looking down for- 
cver on the loveliness in which their beings once dwelt, 
marble f orms of more than mortal grâce lightening along 
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marble, or primitive limestone (for it is not higUy crystal- 
line), is not only more easy of access, but a more durable 
Btone. Of this, consequently, almost ail tbe buildings on 
the lake shore are built ; and, therefore, were their mate- 
rial unconcealedj would be of a dark, monotonous, and 
melancholy grey tint, equally uninteresting to the eye, and 
depressing to the mind. To prevent this resuit, they 
are covered with différent compositions, sometimea 
white, more frequently cream-coloured, and of vary- 
ing depth; the mouldings and pilasters being fre- 
quently of deeper tones than the walls. The inside of the 
grottoes, however, when not eut in the rock itself , are lef t 
uncovered, thus forming a strong contrast with the white- 
ness outside ; giving great depth, and permitting weeds and 
flowers to root themselves on the roughnesses, and rock 
streams to distil through the fissures of the dark stones ; 
while ail parts of the building to which the eye is drawn, 
by their form or détails (excopt the capitals of the pilas- 
ters, such as the urns, the statues, the steps, or balustrades, 
are executed in very fine white marble, generally frora 
the quarries of Carrara, which supply quantities of frag- 
ments of the finest quality, which, nevertheless, owing to 
their want of size, or to the présence of conspicuous veins, 
are unavailable for the higher purposes of sculpture. 

Now, the first question is, is this very pale colour dési- 
rable ? It is to be hoped so, or else the whole of Italy 
must be pronounced full of impropriety. The first cir- 
cumstance in its f avour is one which, though connected 



102 THE POKTKY OF ABCHITECTUBE. 

only with lake scenery, we shall notice at length, as it is a 
point of high importance in our own country. When a 
small pièce of quiet water reposes in a valley, or lies ern- 
bosonied among crags, its chief beauty is derived from our 
perception of crystalline depth, united with excessive 
slumber. In its limited surface we cannot get the subli- 
inity of extent, but we may hâve the beauty of peace, and 
the majesty of depth. The object raust therefore be, to 
get the eye off its surface, and to draw it down, to beguile 
it into that f aiiy land undemeath, which is more beautif ul 
than what it repeats, because it is ail full of dreams unat- 
taînable and inimitable. This can only be donc by keep- 
ing its edge ont of sight, and guiding the eye oflf the land 
into the reiiection, as if it were passing into a mist, until 
it finds itself swimming into the blue sky, with a thrill of 
unfathomable falling. (If there be not a touch of sky at 
the bottom, the water will be disagreeably black, and the 
elearer the more fearf ul.) Now, one touch of white reflec- 
lion of an object at the edge will destroy the whole illusion, 
for it will come like the tiash of light on armour, and will 
show the surface, not the depth : it will tell the eye where- 
abouts it is ; will define the limit of the edge ; and will 
tum the dream of limitless depth into a small, uninterest- 
ing, reposeless pièce of water. In ail small lakes or pools, 
therefore, steep borders of dark ci-ag, or of thick f oliage, are 
to be obtained, if possible ; even a shingly shore will spoil 
them : and this wafi one reason, it will be remembered, 
for our admiration of the colour of the Westmoreland 
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cottîîge, because it never broke the repose of watcr by its 
reflection. But this principle applies only to small pièces 
of water, on which we look down, as much as along the 
surface. As soon as we get a dbeet, even if only a mile 
across, we lose depth ; first, because it is almost impossible 
to get the surface without s^ hreeze on some part of it ; and, 
again, because we look along it, and get a great deal of 
sky in the reflection, which, when occupying too much 
space, tells as mère flat lîght. But we may hâve the beauty 
of extent in a very high degree ; and it iô therefore désir- 
able to know how far the water goes, that we may hâve a 
clear conception of its space. Now, its border, at a great 
distance, is always lost, unless it be defined by a very dis- 
tinct Une ; and such a line is harsh, flat, and cutting on the 
eye, To avoid this, the border îtself should be dark, as in 
the other case, so that there may be no continuons horizon- 
tal line of démarcation; but one or two bright white 
objectfi should be set hère and there along or near the edge : 
their reflections will flash on the dark water, and will in- 
form the eye in a moment of the whole distance and trans- 
parency of the surface it is tiuversing. When there is a 
elight swell on the water, they will corne down in long, 
beautif ul, perpendicular lines, mingling exquisitely with 
the streaky green of reflected foliage ; when thei'e is none, 
they become a distinct image of the object they repeat, 
endowed with infinité repose. 

Thèse i^emarks, true of small lakes whose edges are 
green, apply with far greater force to sheets of water ou 
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whîch the eye passes over ten or twenty miles in one long^ 
glance, and the prevailing coloar of whose borders is, as 
we notîced when speaking of the Italian cottage, blue. 
The white reflections are hère excessively valuable, giving 
space, brilliancy, and transparency ; and furnish one very 
powerf ul apology, even did other objections render an apo- 
logy necessary, for the pale tone of the colour of the villas, 
whose reflections, owing to their size and conspicuous situ- 
ations, always take a considérable part in the scène, and 
are therefore things to be attentively considered in the 
érection of such buildings, particularly in a climate whose 
calmness renders its lakes quîet for the greater part of the 
day. Nothing, in fact, can be raore beautif ul than the 
intermingling of thèse bright Unes with the darkness of 
the revei'sed cypresses seen against the deep azuré of the 
distant hills in the crystalline waters of the lake, of which 
soine one aptly says, " Deep withîn its azuré rest, white 
villages sleep silently ; " or than their columnar perspec- 
tive, as village after village catches the light, and strikes 
the image to the very quietest recess of the iiarrow water, 
and the very f urthest hoUow of the f olded hills. 

Frora ail this, it appears that the eflfect of the white villa 
în water is delightful. On land it is quite as important, 
but more doubtful. The first objection, which strikes us 
instantly when we imagine such a building, is, the want 
of repose, the startling glare of effect, induced by its uur 
subdued tint. But this objection does not strike us when 
we aee the building; a circumstance which was partlj 
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accounted for bef ore, in speaking of the cottage, and which 
we shall presently see f urther cause not to be surprised 
at. A more important objection is, that such whiteness 
destroys a great deal of vénérable character, and harmo- 
nises ill with the melancholy tones of surrounding land- 
scape : and this requires detailed considération. Paleness 
of colour destroys the majesty of a building ; first, by hint- 
ing at a disguised and humble material ; and, secondly, by 
taking away ail appearance of âge. We shall speak of the 
effect of the material presently ; but the deprivation of 
apparent antiquity is dépendent in a great degree on the 
colour, and in Italy, where, as we saw before, everything 
ought to point to the past, is a serious in jury, though, for 
several reasons, not so fatal as might be imagined ; for we 
do not require, in a building raîsed as a light summer- 
house, wherein to while away a few pleasure hours, the 
évidence of ancestral dignity, without which the château 
or palace can possess hardly any beauty. We know that 
it is originally built rather as a plaything than as a monu- 
ment ; as the delight of an individual, not the possession 
of a race ; and the very lightness and carelessness of feel- 
ing with which such a domicile is entered and inhabited 
by its first builder would demand, to sympathise and keep 
in unison with them, not the kind of building adapted to 
excite the vénération of âges, but that which can mosl 
gaily minister to the amusement of hours. For ail men 
désire to hâve memorîals of their actions, but none of theii 

récréations ; inasmuch as we only wish that to be remeni- 
6* 
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bered which otliers wîll not, or cannot, perf orm or expéri- 
ence ; and we know that ail men can eiijoy récréation as 
mucli as ourselves. We wîsh succeeding générations to 
admire our energy, but not even to be aware of our lassi- 
tude ; to know when we moved, but not when we rested ; 
how we ruled, not how we condescended : and, therefore, 
in the case of the triumphal arch, or the hereditary palace, 
if we are the builders, we désire stability ; if the behold- 
ers, we are oflfended with novelty : but, in the case of the 
villa, the builder desires only a correspondence with his 
humour ; the beholder, évidence of such correspondence ; 
for he f eels that the villa is most beautif ul when it minis- 
ters most to pleasure ; that it cannot minister to pleasure 
without perpétuai change, sO as to suit the varying ideas, 
and humours, and imaginations of its inhabitant ; and that 
it cannot possess this light and variable habit with any ap- 
pearance of antiquity. And, for a yet more important 
reason, such appearance is not désirable. Melancholy, 
when it is productive of pleasure, is accompanied eîther 
by loveliness in the object exciting it, or by a feeling of 
pride in the inind experiencing it. Without one of thèse, 
it becomes absolute pain, which ail men throw off as soon 
as they can, and suffer under as long as their minds are toc 
weak for the effort. Now, when it is accompanied by 
loveliness in the object exciting it, it forms beauty ; when 
by a feeling of pride, it constitutes the pleasure we ex 
perience in tragedy, when we hâve the pride of endurance, 
or in contemplating tlie ruin, or the monument, by which 
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we are informed or reminded of the prîde of the past. 
Hence, it appears that âge is beautif ul only when it is the 
decay of glory or of power, and memory only delightf ul 
when it reposes upon prîde.* AU remaîns, therefore, of 
what was merely devoted to pleasiire ; ail évidence of lost 
enjoyinent ; ail memorials of the récréation and rest of 
the departed ; in a word, ail désolation of delight, is pro- 
ductive of mère pain, for there is no feeling of exultation 
connected with it. Thus, in any ancient habitation, we 
pass with révérence and pleasurable émotion through the 
ordered armoury, where the lances lie, with none to 
wield ; through the lof ty hall, where the crested scutch- 
eons glow with the honour of the dead : but we tum sickly 
away f rom the arbour which has no hand to tend it, and 
the boudoir which has no life to lighten it, and the smooth 
sward which has no light feet to dance on it. So it is in 
the villa : the more memory the more sorrow ; and, there- 
forçj the less adaptation to its présent purpose. But, 
though cheerf ul, it should be ethereal in its expression : 
" spirituel " is a good word, gîving ideas of the very high- 
est order of delight that can be obtained in the mère pré- 
sent. It seems, then, that for ail thèse reasons an appear- 
ance of âge is not désirable, far less necessary, in the 

* Observe, we are not speaking of émotions felt on remembering 
wliat we ourselves hâve enjoyed, for then the imagination is productive 
of pleasure by repladng us in enjoyment, but of the feelings excited in. 
the indiffèrent spectator, by the évident decay of power or désolation of 
enjoyment, of which the first ennobles, the other only harrows, tiho 
epirit. 
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villa ; but its existîng character must be in nnÎBon wîth 
its country ; and it must appear to be inhabited by one 
brought up in that country, and imbued with its national 
feelings. In Italy, especially, thongh we can even hère 
dispense with one eomponent part of élévation of charao- 
ter, âge, we must hâve ail the others : we must hâve high 
feeling, beauty of form, and depth of effect, or the thing 
will be a barbarisra ; the inhabitant must be an Italian, 
full of imagination and émotion : a villa inhabited by an 
Englishman, no matter how close its imitation of others, 
will always be preposterous. 

We lînd, therefore, that white is not to be blamed in 
the villa for destroying its antiquity ; neither is it repre- 
hensible, as harmonising ill with the surrounding land- 
Bcape ; on the contrary, it adds to its brilliancy, without 
taking away from its depth of tone. We shall consider it 
as an élément of landscape, more particularly, when we 
corne to speak of grouping. , 

There remains only one accusation to be answered, viz., 
that it hints at a paltry and unsubstantial material : and 
this leads us to the second question, Is this material allow- 
able ? If it were distinctly f elt by the eye to be btucco, 
there could be no question about the matter, it would be 
decîdedly dîsagreeable ; but ail the parts to which the eye is 
attracted are executed in marble, and the stucco merely 
forms the dead flat of the building, not a single wreath of 
omament being fornied of it. Its surface is smooth and 
bright, and altogether avoids what a stone building, whea 
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not biiilt of large masses, and uncîharged with omament, 
always forces upon the attention, the rectangiilar lines of 
the blocks, which, however nicely fitted they may be, are 
" horrible ! most horrible ! " There is also a great deal of 
ease and softness in the angalar lines of the stueco, which 
are never sharp or harsh, like those of stone ; and it re- 
receives shadows with great beauty, a point of infinité im- 
portance in this climate ; giving them lightness and trans- 
parency, without any diminution of depth. It is also 
i-ather agreeable to the eye, to pass from the sharp carv- 
ing of the marble décorations to the ease and smoothness 
of the stueco ; while the utter want of interest in those 
parts which are executed in it prevents the humility of the 
material f ••om being offensive ; for this passage of the eye 
from the marble to the composition ismanaged with the dex- 
terity of the artist, who, that the attention may be drawn to 
the single point of the picture which is his subject, leaves 
the rest so obecured and slightly painted, that the mind 
loses it altogether in its attention to the principal f eature. 
With ail, however, that can be alleged in exténuation of 
its faults, it cannot be denied that the stueco does take 
away so much of the dîgnity of the building, that, unless 
we find enough bestowed by its form and détails to counter- 
balance, and a great deal more than counterbalance, the 
détérioration occasioned by tone and material, the whole 
édifice must be condemned, as incongruous with the 
spirit of the climate, and even with the character of its 
own gardens and approach. It remains, therefore, to no* 
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tice the détails themselves. Its fomi is simple to a de- 
grée ; tlie roof geiierally quite flat, so as to leave the mass 
in the form of a parallelopiped, iu gênerai without wings 
or adjuncts of any sort. Villa Sorama-Eiva (Fig. 28 in p. 
93), is a good example of thîs gênerai form and propor- 
tion, though it has an arched passage on eacli side, which 
takes away from its massiness. This excessive weight of 
effect would be injurions, if the building were set by 
itself ; but, as it always forms tlie apex of a séries of coui- 
plicated terraces, it both relie ves them and gains great dîg- 
nity by its own unbroken simplicity of size. This gênerai 
effect of form is not injured, when, as is often the case, 
an open passage is left in the centre of the building, 
under tall and well-proportioned arches, supported by 
pilasters (never by columns). Villa Porro, Lago di Como 
(Fig. 31), is a good example of this method. The arches 
hardly ever exceed three in number, and thèse are ail of 
the same size, so that the crowTis of the arches continue the 
horizontal lines of the rest of the building. Were the 
centre one higher than the others, thèse lines would be in- 
terrupted, and agréât deal of simplicity lost. The covered 
space under thèse arches is a delightful, shaded, and 
breezy retreat in the beat of the day ; and the entrance 
doors usually open into it, so that a current of cool air îs 
obtainable by throwing them open. 

The building itself consists of three floors : we remem* 
ber no instance of a greater number, and only one or two 
of fewer. It is, in genei-al, crowned with a light balus- 
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trade, surmounted by statues at intervais. The wîndowa 
of the uppermost floor are usually square, often without 
any architrave. Those of the principal floor are sur- 
rounded with broad architraves, but are frequently desti- 
tute of frîeze or comice. They hâve usually flat bands at 
the bottera, and their aperture is a double square. Their 
recess is very deep, so as iiot to let the sun fall far into* 
the interior. The interval between thera is very variable. 
In some of the villas of highest pretensions, such as those 
on the banks of the Ereuta, that of Isola Bella, and othei-s, 
which do not face the south, it is not much more than the 
breadth of the two architraves, so that the rooras withiu 
are filled with light. When this is the case, the Windows 
hâve friezes and comices. But, when the building fronts 
the south, the interval is often very great, as in the case of the 
Yilla Porro. The ground-floor Windows are frequently set in 
tall arches, supported on deeply engaged pilasters, as in Fig. 
28, p. 93 (Somma-Riva). The door is not large, and never 
entered by high steps, as it generally opens on a terrace of 
considérable height, or on a wide landing-place at the head of 
a flight of fifty or sixty steps descending through the gardens. 
Now, it will be observed, that, in thèse gênerai forms, 
though there is no splendor, there is great dignity. The 
lines throughout are simple to a degree, entirely uninter- 
rupted by décorations of any kind, so that the beauty of 
their proportions is lef t visible and évident. We shall see 
hereafter that omamènt in Grecian architecture, while, 
when well managed, it always adds to its grâce, invarîa- 
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bly takes away from its majesty ; and that thèse two 
attributes never can exist together in their highest degrees. 
By tlie utter absence of décoration, therefore, the Italiau 
villa, possessing, as it usually does, great beauty of pro- 
portion, attains a degree of élévation of character, which 
impresses tlie mind in a manner which it finds diffîcult to 
account for by any considération of its simple détails or 
moderate size; while, at the same time, it lays so little 
claim to the attention, and is so subdued in its character, 
that it is enabled to occupy a couspicnous place in a laiid- 
scape, without any appearance of intrusion. The glanée 
of the beholder rises from the labyrinth of terrace and 
arbor beneath, almost weariedly ; it meets, as it ascends, 
with a graduai increase of bright marble and simple light, 
and with a proportionate diminution of dark f oliage and 
complicated shadow, till it rests finally on a pièce of sim- 
ple brilliancy, chaste and iinpretending, yet singularly 
dignified ; and does not find its colour too harsh, because its 
form is so simple : for colour of any kind is only injurions 
when the eye is too much attracted to it ; and, when there 
is so much quietness of détail as to prevent this misfor- 
tune, the building will possess the cheerfulness, without 
losing the tranquillity, and will seem to hâve been erected, 
and to be inhabited, by a mind of that beautiful tempéra- 
ment wherein modesty tempers majesty, and gentleness 
mingles with rejoicing, which, above ail otliers, is most suit- 
ed to the essence, and most interwoven with the spirit, of the 
natural beauty whose peculiar power is invariably repose. 
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So much for its gênerai character. Consîdered by prin- 
çîples of composition, ît will also be found beautiful. Its 
prevailing lines are horizontal ; and every artist knows 
that, where peaks of any kind are in sight, the Unes above 
which they rise ought to be flat. It bas not one acute an- , 
gle in ail its détails, and very few intersections of verticals 
with horizontals ; wbile ail that do intersect seem usef ul 
as siipportiiig the mass. The just application of the 
statues at the top is more doubtf ul, and is consîdered re- 
prehensible by several high authorities, who, nevertheless, 
are inconsistent enough to let the balustrade pass un- 
calumniated, though it is objectionable on exactly the 
same grounds ; for, if the statues suggest the enquiry of 
" What are they doing there ? " the balustrade compels its 
beholder to ask, " whom it keeps from tumbliug over ?" 
The truth is, that the balustrade and statues dérive tlieir 
origin from a period when there was easy access to the 
roof of either temple or villa ; (that there was such access 
is proved by a passage in the Iphigenia Taurica^ line 
113, where Orestes speaks of getting up to the triglyphs 
of a Doric temple as an easy matter ;) and when the flat 
roofs were used, not, perhaps, as an evening j)romenade, 
as in Palestine, but as a place of observation, and occa- 
sionally of defence. They were composed of large flat 
slabs of stone (/cepa/ioç*), peculiarly adapted for walking, 

* Li the large buildings, that is : Kepdfios also signifies earthen tiling, 
and sometimes earthenware in gênerai, as in Herodotua^ iii. 6. It ap- 
pears that such tiling was frequently used in smaller édifices. The 
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one or two of whîch, when taken np, lef t au openîng of 
easy access into the hoiise, as in Luke, v. 19, and were 
perpetually used in Greece as missile weapons, in the event 
of a hostile attack or sédition in the city, by parties of 
old men, women, and children, who used, as a matter of 
couiTse, to retire to the roof as a place of convenient de- 
fence. By such attacks from the roof with the Kepâ^io^ 
the Thebans were thrown into confusion in Plataea. 
{Thucyd.j ii. 4.) So, also, we find the roof immediately 
resorted to in the case of the starving of Pausanias in the 
Temple of Minerva of the Brazen House, and in that of 
the massacre of the aristocratie party at Corcyi'a {Thucyd,^ 
îv. 48): — ^ Avddâvre^ Bè èirl rb réyoç rov olicqfiaro^, Kol 
SteXoWeç T^v 6po(f>r)v^ eOaXKov rœ xepdfitp. Now, where 
the roof was thus a place of fréquent resort, there could 
be no more useful décoration than a balustrade ; nor one 
more appropriate or beautiful, than occasion al statues in 
attitudes of watchfulness, expectation, or observation: 
and even now, wherever the roof is flat, we hâve an idea 
of convenience and facility of access, which still renders 
the balustrade agreeable, and the statue beautiful, if well 
desîgned. It must not be a figure of perfect peace or re- 
pose, far less should it be in violent action ; but it should 
be fixed in that qiiick startled stillness, which is the resuit 



Greeks may bave derived their flat roofs from Egypt. Herodotue 
mentions of tho Labyrinth of the Twelve Kings, that àpo<t>^ îe vivreoy 
ro^tav Xi'iivTiy but not as if the circumstance were in the least extra- 
ordinary. 
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of întent observation or expectation, and which seeuis 
ready to start înto motion every instant. Its heîght should 
be sligbtly colossal, as it is always to be seen against the 
sky ; and its draperies should not be too heavy, as the eye 
will always expect them to be caught by the wind. We 
fihall enter into this subject, however, more f ully hereafter. 
We only wish at présent to vindicate from the charge of 
impropriety one of the chief features of the Italian villa. 
Its white figures, always marble, remaîn entirely unsuUied 
by the weatlier, and stand out with great majesty against 
the blue air behind them, takiug away from the heaviness, 
without destroying the simplicity, of the gênerai form. 

It seems, then, that, by its form and détails, the villa of 
the Lago di Como attains so high a degree of élévation of 
character, as not only brings it into harmony of its locuSj 
without any assistance from appearance of antiquity, but 
may, we think, permit it to dispense even with solidity of 
material, and appear in light summer stucco, instead of 
raîsing itself in imperishable marble. And this conclu- 
sion, which is merely theoretical, is verified by f act ; for 
we remember no instance, except in cases where poverty 
had overpowered pretension, or decay had turned rejoicing 
into silence, in which the lightness of the material was of- 
fensive to the f eelings ; in ail cases, it is agreeable to the 
eye. Where is it allowed to get worn, and discoloured, 
and broken, it induces a wretched mockery of the dignified 
form which it préserves ; but, as long as it is renewed at 
proper periods, and watched over by the eye of its.inhabî- 
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tant, ît is an excellent and easîly managed médium of 
effect. 

With ail the praise, however, which we hâve bestowed 
upon it, we do not say tbat the villa of the Larian Lake is 
perfection ; indeed, we cannot say so. un til we hâve compared 
it with a few other instances, chielly to be found in Italy, 
on wbose soil we delay, as being the native country of 
the villa, properly so called, and as even yet being almost 
the only spot of Europe where any good spécimens of it are 
to be found : for we do not understand by the term " villa," 
a cubic érection, with one window on each side of a ver- 
dant door, and tliree in the second and uppermost story, 
such as the word suggests to the fertile imagination of 
ruralising cheesemongers ; neither do we understand the 
quiet and unpretending country house of a respectable 
gentleman ; neither do we understand such a magnificent 
mass of hereditary stone as generally f orms the autumn re- 
treat of an English noble ; but we understand the light 
but elaborate summer habitation, raised however and 
wherever it pleases his fancy, by some individual of great 
wealth and influence, who can enrich it with every attri- 
bute of beauty; furnish it with every appurtenance of 
pleasure ; and repose in it with the dignity of a mind trained 
to exertion or authority. Such a building could not exist 
in Greece, where every district a mile and a quarter square 
was quarrelling with ail its neighbours. It could exist, 
and did exist, in Italy, where the Roman power secured 
tranquillity, and the Koman constitution distributed its 
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aiithorîty among a great number of indivîduals, on wliom, 
while it raised them to a position of great influence, and, 
in its later times, of wealth, it did not bestow the power 
of raising palaces or private fortresses. The villa was 
their peculiar habitation, their only resource, and a inost 
agreeable one ; because the multitudes of the kingdom be- 
îng, for a long period, coniined to a narrow territory, 
though ruling the world, rendered the population of the 
city so dense, as to di'ive out its hîgher ranks to the 
neighbouring hamlets of Tibur and Tusculum. In other 
districts of Europe the villa is not found, because in very 
perfect monarchies, as in Austria, the power is thrown 
cliiefly into the hands of a few, who build themselves pal- 
aces, not villas ; and in perfect republics, as in Switzer- 
land, the power is so split among the multitude, that no- 
body can build himself anything. In gênerai, in king- 
doms of great extent, the country house becomes the per- 
manent and hereditary habitation ; and the villas are ail 
crowded together, and form gingerbread rows in the en- 
virons of the capital ; and, in France and Germany, the 
excessîvely disturbed state of affairs in the middle âges 
compelled every petty baron or noble to défend himself, 
and retalîate on his neighbours as best he could, till the 
villa was lost in the château and the fortress ; and men now 
continue to build as their forefathers built (and long may 
they do so), surrounding the domicile of pleasure with a 
moat and a glacis, and guarding its garret Windows with 
turrets and towers: while, in England, the nobles, com- 
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paratively few, and of great power, înhabit palaces, not 
villas ; and the rest of tlie population is chiefl} crowded 
into cities, in the actîvity of commerce, or dispersed over 
estâtes in that of agriculture ; leaviug only one grade of 
gentry, who hâve neither the taste to désire, nor the power 
to erect, the villa, properly so called. 

We must not, therefore, be surprised, if, on leaving 
Italy, where the crowd of proverty-stricken nobility can 
still repose their pride in the true villa, we find no farther 
examples of it worthy of considération, though we hope to 
hâve far greater pleasure in contemplating its substitutes, 
the château and the f ortress. We must be excused, there- 
fore, for devotîng one paper more to the state of villa 
architecture in Italy ; after which we shall endeavour to 
apply the principles we shall hâve deduced to the correc- 
tion of some abuses in the érection of English coun- 
try houses, in cases where scenery would demand beauty 
of design, and wealth permît finish of décoration. 



I. The Italian ViUa. 

We do not thînk there is any truth in the aphorism, now 
KO f requently advanced in England, that the adaptation of 
shelter to the corporal comfort of the human race is tlio 
original and true end of the art of architecture, properly 
so called : for, were such the case, lie would be the most 
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distingiiished architect who was best acquainted witli the 
properties of cernent, with the nature of stone, and the 
varions diirability of wood. That such knowledge is ne- 
eessary to the perf ect architect we do not deny ; but ît is 
no more the end and purpose of his application, than a 
knowledge of the alphabet is the object of the refined 
scholar, or of rhy thm of the inspired poet. For, supposing 
that we were for a moment to consider that we built 
a house 7nerely to be lived in, and that the whole bent of 
our invention, in raising the édifice, is to be directed to the 
provision of comfort for the lif e to be spent therein ; sup- 
posing that we built it with the most perfect dryness and 
coolness of cellar, the most luxurious appurtenances of 
pantry ; that we build our walls with the most compacted 
strength of material, the most studied economy of space ; 
that we leave not a chink in the floor for a breath of wind 
to pass through, not a hinge in the door, which, by any 
possible exertion of its irritable muscles, could creak ; that 
we elevate our chambers into exquisite coolness, f umîsh 
them with every ministry to luxury of rest, and finish them 
with every attention to the maintenance of gênerai health, 
as well as the prévention of présent inconvenience ; to do 
ail this, we must be possessed of great knowledge and ^ 
varions skill ; let this knowledge and skill bc applied with 
the greatest energy, and what hâve they donc ? Exactly 
as much as brute animais can do, by merc instinct ; noth- 
ing more than bées and beavcrs, moles and magpies, ants 
and earwigs, do every day of their lives, without the 
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slightest effort of reason ; we hâve made ourselves superior 

as architects to the most degraded animation of the uni- 

verse, only insomuch as we hâve lavished the highest 

efforts of intellect, to do what they hâve done with the 

most limited sensations that can constitiite life. The mère 

préparation of convenienee, therefore, is not architecture 

in which man can take pride, or ought to take delight ; 

but the high and ennobling art of architecture is, that of 

giving to buildings, whose parts are détermine d by neces- 

sity, such forms and colours as shall delight the mind, by 

preparing it for the opérations to which it is to be subjected 

in the building : and thus, as it is altogether to the mind 

that the work of the architect is addressed, it is not as a 

part of his art, but as a limitation of its extent, that he 

must beacquainted with the minor principlesof theecono- 

my of domestic érections. For this reason, though we 

shall notice every class of édifice, it does not come within 

our proposed plan, to enter into any detailed considération 

of the inferior buildings of each class, which afford no 

scope for the play of the imagination by their nature or 

sîze ; but we shall generally sélect the most perf ect and 

beautiful examples, as those in which alone the architect 

has the power of f ulfilling the high purposes of his art. 

In the villa, however, some exception must be made, inas- 

much as it will be useful, and, perhaps, interesting, to 

arrive at some fixed conclusions respecting the modem 

buildings, improperly called villas, raised by moderato 

wealth, and of limited size, in which the architect is com- 
6 
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pelled to produce his effect witliout extent or décoration. 
The principles which we hâve hitherto arrived at, deduced 
as they are from édifices of the noblest character, will be 
but of little use to a country gentleman, about to insinuate 
himself and his habitation into a quiet corner of our lovely 
country ; and, therefore we must glance at the more hum- 
ble homes of the Italian, preparatory to the considération 
of what will best suit our own less elevated scenery. 

First, then, we lose the terraced approach, or, at least, 
its sîze and splendour, as thèse require great wealth to 
erect them, and perpétuai expense to préserve them. For 
the chain of terraces we find substituted a simple garden, 
somewhat formally laid out; but redeemed from the 
charge of meanness by the nobility and size attained by 
most of its trees ; the line of immese cypresses which gene- 
rally surrounds it in part, and the luxuriance of the végé- 
tation of its flowering shrubs. It has frequently a large 
entrance gâte, well designed, but carelessly executed ; 
sometimes singularly adorned with fragments of exquisite 
ancient sculpture, regularly introduced, which the spec- 
tator partly laments, as preserved in a mode so incongru ous 
with their ancient meaning, and partly rejoices over, as 
preserved at ail. The grottoes of the superior garden are 
hère replaced by light ranges of arched summer-houses, de- 
signed in stucco, and occasionally adorned in their interior 
withfrescopaintings of considérable brightness and beauty. 

Ail this, however, ha^ very little eflfect in introducing 
the eye to the villa itself, owing to the gênerai want of 
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meqoalitj of level in the ground, so tliat the main build- 
ing becomes an independent featiire, instead of forming 
the apex of a mass of varions architecture. Consequently, 
the weight of form whîch in the former case it mîglit, 
and even ought to, possess, would hère be cumbrous, ugly, 
and improper; and accordingly, we fiud it got rid of. 
This is done, first by tlie addition of the square tower, a 
feature which is not allowed to break in upon the sym- 
metry of buildings of high arcliitectural pretensions ; but 
is immediately întroduced, wheuever less richness of 
détail, or variety of approach, demauds or admits of 
irregulai'ity of form. It is a constant and most important 
feature in Italian landscape: sometimes high aud appa- 
rently detached, as when it belongs to sacred édifices ; 
sometimes low and strong, united with the mass of the 
fortress, or varying the form of the villa. It is alvvays 
simple in îts design, flat-roofed, its corners being turned 
by very slightly projecting pilasters, which are carried up 
the whole height of the tower, whatever it may be, with- 
out any regard to proportion, terminating in two arches 
on each side, in the villa most f requently filled up, though 
their curve is still distinguished by darker tint and slight 
relief. Two black holes on each side, near the top, are 
very often the only entrances by which light or sun can 
penetrate. Thèse are seldom actually large, always pro- 
portionably small, and destitute of ornament or relief. 
The forms of the villas to which thèse towers are attached 
ai'e straggliug, and varied by inany crossiug masses ; but 
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the great principle of sîmplicity is always kept îu view, 
everythiiig is square and termiiiated by parallel lînes ; ne 
tall chimneys, no conical roofs, no fantastic ornaments are 
ever admitted: tlie arch alone is allowed to relieve the 
stifiPness of the gênerai eflfect. This is introdueed fre- 
qiiently, but not in the Windows, whieh are either squares 
or double squares, at great distances f roni each other, set 
deeply into the walls, and only adorned with broad flat 

borders, as in Fig. 32. Where more light is 
required they are set moderately close, and 

aprotected by an outer Une of arches, deep 
enough to keep tho noonday sun f rom enter- 
ing the roonis. Thèse lines of arches cast 
soft shadows along the bright fronts, and 
are otherwise of great value. Their effect is pretty well 
seen in Fig. 33 ; a pièce which, while it has no dîstin- 
guished beauty, is yet pleasing by its en tire simplicity ; 
and peculiarly so, when we know that simplicity to hâve 
been chosen (some say, built) for its last and lonely habit- 
ation, by a mind of softest passion as of pures t thought ; 
and to hâve sheltered its silent old âge among the blue 
and quiet hills, till it passed away like a deep lost nielody 
from the earth, leaving a light of peace about the grey 
tomb at which the steps of those who pass by always 
falter, and around this deserted and decaying, and calm 
habitation of the thoughts of the departed ; Petrarch's, at 
Arqua. A more familiar instance of the application of 
thèse arches is the villa of Mecsenas at Tivoli, thougli it 
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is improperly Btyled a villa, being pretty well known to 
hâve been iiothing but stables. 

The buttress is the only remaining point worthy of 
notice. It prevails to a considérable extent among the 
villas of the south, being always broad and tall, and occa- 
sionally so fréquent as to gîve the building, viewed later- 
ally, a pyramidal and cumbrous effect. The raost usual 
form is that of a simple sloped raass, terminating in the 
wall, without the slîghtest finishing, and rising at an angle 
of about 84°. Sometimes it is perpendicular, sloped at 
the top into the wall ; but it never has steps of increasing 
projection as it goes down. By observing the occurrence 
of thèse buttresses, an architect, who knew nothing of 
geology, might accurately détermine the points of most 
energetic volcanic action in Italy ; for their use is to pro- 
tect the building from the injuries of earthquakes, the 
Italian having far too much good taste to use them, except 
in cases of extrême necessity. Thus, they are never f ound 
in North Italy, even in the fortresses. They begin to 
occur among the Apennines, south of Florence ; they be- 
come more and more fréquent and massy towards Kome ; 
in the neighbourhood of Naples they are huge and multi- 
tudinous, even the walls themselves being sometimes 
sloped ; and the same state of things continues as we go 
Bouth, on the coasts of Calabria and Sicily. Now, thèse 
buttresses présent one of the most extraordinary and 
Btriking instances of the beauty of adaptation of style to 
locality and peculiarity of circumstance, that can be met 
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wîth in the whole range of architectural investigation. 
Taken in the abstract, they are ntterly détestable, formai, 
clumsy, and apparently nnnecessary. Their builder thinks 
so himself : he hâtes them as things to be looked at, though 
he erects them as things to be depended upon. He has 
no idea that there is any proprîety in their présence, 
thoiigh he knows perf ectly well that thera is a great deal 
of necessity; and, therefore, he builds them. Where? 
On rocks whose sides are one mass of biittresses, of pre- 
cisely the same form ; on rocks which are eut and cloveu 
by basait and lava dykes of every size, and which, being 
tliemselves secondarj', wear away gradually by exposurc to 
the atmosphère, leaving the intersecting dikes standing 
ont in solid and vertical walls, from the faces of their 
précipices. The eye passes over heaps of scoriae and 
sloping banks of ashes, over the hnge ruins of more 
ancient masses, till it trembles for the fate of the crags 
still standing round ; but ît finds them ribbed with basait 
like boncs, buttresses with a thousand lava walls, propped 
upon pedestals and pyrainids of îron, which the pant and 
the puise of the earthquake itself can scarcely move, for 
they are its own work ; it climbs up to their summits, and 
there it finds the work of man ; but it is no puny domicile, 
no eggshell imagination, it is in a continuation of the 
mountain itself, înclined at the same slope, ribbed in the 
same manner, protected by the same means against the 
same danger; not, indeed, filling the eye with delight, 
but, M^hich is of more importance, freeing it from fear. 
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and beautifully correspondîng with the prévalent lînes 
around ît, whîch a less massive forni would hâve rendered, 
in some cases, partîcularly about Etna, even ghastly. 
Even în the lovely and luxuriant views from Capo di 
Monte, and the heights to the east of Naples, the spectator 
looks over a séries of volcanic eminences, generally, 
îndeed, covered with rich verdure, but starting ont hère 
and there în gray and worn walls, fixed at a regular slope, 
and breaking away into masses more and more rugged 
towards Vesuvius, till the eye gets thoroughly habituated 
to their fortress-like outlines. Throughout the whole of 
thîs broken countiy, and, on the summits of thèse volcanic 
cônes, rise innumerable villas ; but they do not ofFend us, 
as we should hâve expected, by their attestation of cheer- 
fulness of life amidst the wrecks left by destructive 
opération, nor hurt the eye by non-assimilation with the 
immédiate features of the landscape : but they seera to 
rise prepared and adapted for résistance to, and endurance 
of, the circumstances of their position ; to be mhabited 
by beings of energy and force suflScient to decree and to 
carry on a steady struggle with opposing éléments, and of 
taste and feeling sufficient to proportion the form of the 
walls of even to the clef ts in the flanks of the volcano, 
and to prevent the exultation and the lightness of tran- 
sitory life from startling, like a mockery, the etemal 
remains of disguised désolation. 

We hâve always considered thèse circumstances as most 
remarkable proofs of the perfect dependence of architec- 
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fciire on its situation, and of the utter imposai bilîty of 
judging of the beauty of any building in the abstract: 
and we would also lay much stress upon them, as showing 
with what boldness the designer may introduce into his 
building, undisguised, such parts as local circumstances 
render désirable ; for there will invariably be soraething 
in the nature of that which causes their necessity, which 
will endow them with beauty. 

Thèse, then, are the principal features of the Italian 
villa, modifications of which, of course more or less dig- 
nified in size, material, or décoration, in proportion to 
the power and possessions of their proprietor, may be 
considered as composing every building of that class in 
Italy. A f ew remarks on their gênerai effect will enable 
us to conclude the subject. 

We hâve been so long accustomed to see the horizontal 

lines and simple forms which, as we hâve observed, still 

prevail among the Ausonian villas, used with the greatest 

dexterity, and the noblest efFect, in the compositions of 

Claude, Salvator, and Poussin; and so habituated to 

consider those compositions as perfect models of the 

beautif ul, as well as the pure in taste ; that it is difScult 

to divest ourselves of préjudice, in the contemplation of 

the sources from which those masters received their 

éducation, their feeling, and their subjects. We would 

hope, however, and we think it may be proved, that in 

this case principle assists and encourages préjudice. First, 

referring only to the gratification afforded to the eye 
6^ 
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which we know to dépend upon iixed mathematical 
principles, though those principles are not alwajs de- 
veloped, it is to be observed, that country is always moet 
beantif ul when it is made up of curves, and that one of 
the chief characters of Ausonian landecape is, the per- 
fection of its curvatures, induced by the graduai ondula- 
tion of promontories into the plains. In suiting archi- 
tecture to such a country, that building which least inter- 
rupts the curve on which it is placed wili be feit to be 

ï'icj. 34. most delightf ul to the eye. 

Let us take then the sim- 

^ -g pie f orm ahcd^ interrupt- 

ing the curve c e, Now, 
the eye will always con- 
tinue the principal lines of such an object for itself, untîl 
they eut the main curve ; that is, it will carry on a J to ^, 
and the total eflFect of the interruption will be that of the 
f orm c d e. Had the line h d been nearer a c, the effect 
would hâve been just the same. Now, every curve may 
be considered as composed of an infinité number of Unes 
at right angles to each other, 2J&mn is made up of o jp, 
p q^ &c. (Fig. 34), whose ratio to each other varies with the 
direction of the curve. Then, if the -right lines which 

form the curve at c (Fig. 35) be 
increased, we hâve the figure c d 
e^ that is, the apparent inter- 
ruption of the curve is an in 
creased part of the curve itself. 
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To the mathematîcal reader we can explain our meaning 
more clearly, by poîntîng out that, takîng c for our orîgin, 
we hâve a e, ae, for the eo-ordinates of e, and that, there- 
fore, their ratio is the équation to the curve. Whence it 
appears, that, when any curve is broken in upon by a 
building composed of simple vertical and horizontal 
Unes, the eye is furnished, by the interruption, with the 
équation to that part of the curve which is interrupted. 
If, instead of square f orms we take obliquity, ss r s û (Fig. 
FiG. 36. 36)j we hâve one line, 8 t, an absolute 

£ ^ break, and the other, r s, in f aise pro- 

//^ portion. If we take another curve, we 

^ hâve an infinité mimber of lines, only 

two of which are where they ought to be. And this is 
the true reason for the constant introduction of features 
which appear to be somewhat formai, into the most 
perfect imaginations of the old masters, and the true 
cause of the extrême beauty of the groups formed by 
Italian villages in gênerai. 

Thus much for the mère effect on the eye. Of cor- 
respondence with national character, we hâve shown that 
we must not be disappointed, if we find little in the villa. 
The unfrequency of Windows in the body of the building 
is partly attributed to the climate ; but the total exclusion 
of light from some parts, as the base of the central 
tower, carries our thoughts back to the ancient System of 
Italian life, when every man's home had its dark, secret 
places, the abodes of his worst passions ; whose shadows 
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were alone întnisted wîth the motion of his thougbts; 
whose walls became the whited sepulchres of crime ; 
whose echoes were never stirred except by such words as 
tbey dared not repeat ; * fi-om wbich tbe rod of power, or 
the dagger of passion, came f orth invisible ; bef ore whose 
stillness princes grew pale, as their fates were prophesîed 
or f ulfilled by the horoscope or the hemlock ; and nations, 
as the whisper of anarchy or of heresy was avenged by 
the opening of the low doors, throiigh which those who 
entered returned not. 

The mind of the Italian, sweet and smiling in its 
opérations, deep and silent in its émotions, was thus, in 
Bonie degree, typified by those abodes into which he was 
wont to retire from the tumult and wrath of life, to 
cherish or to gratify the passions which its struggles had 
exited ; abodes which now gleam brightly and purely 
among the azuré mountains, and by the sapphire sea, but 
whose stones are dropped with blood ; whose vaults are 
black with the memory of guilt and grief unpunished and 
nnavenged, and by whose walls the traveller haètens fear- 
fuUy, when the sun bas set, lest he should hear, awakening 
again through the horror of their chambers, the f aint wail 
of the children of TJgolino, the ominous alarm of Bonattî, 
or the long low cry of her who perished at CoU-Alto. 

Oxford, Jvly^ 1838. 

* Shelley hajs caught the feeling finely : — " The house îs penetrated 
to its corners by the peeping insolence of the day. When the time 
cornes the crickets shall not see me.^' — Cenci. 
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II. The Lowland Villa. — England. 

AlthougHj as we hâve frequently observed, our chief 
object in thèse papers is, to discover the connexion exist- 
ing between national architecture and character, and, 
therefore, is one leading us rather to the investigation of 
what is, than of what ought to be, we yet consîder that the 
subject would be imperfectly treated, if we did not, at the 
conclusion of the considération of each particular rank of 
building, endeavor to apply such principles as may hâve 
been deinonstrated to the architecture of our country, and 
to discover the heau idéal of English character, which 
should be preserved through ail the décorations which the 
builder may désire, and through every variety which f ancy 
may suggest. There never was, and never can be, a uni- 
versal heau idéal in architecture, and the arrivai at ail 
local models of beauty would be the task of âges ; but we 
can always, in some degree, détermine those of our own 
lovely country. We cannot, however, in the présent case, 
pass f rom the contemplation of the villa of a totally dif- 
férent climate, to the investigation of what is beautiful 
hero, wîthout the slightest référence to styles now, or 
f ormerly, adopted for our own " villas," if such they are to 
be called ; and, therefore, it will be necessary to dévote a 
short time to the observance of the peculiarities of such 
styles, if we possess them, or, if not, of the causes of their 
absence. 

We hâve therefore headed this paper, " The Yilla, Eng- 
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land ;" awakenîng, without doubt, a différent idea in the 
mind of every one who reads the words. Some, accus- 
tomed to the appearauces of metropolitan villas, will think 
of brick buildings, with infinité appurtenances of black- 
nicked chimney-pots, and plastered fronts, agreeably 
varied with gracef ul cracks and undulatory shades of pink, 
brown, and green, comraunicated to the cément by smoky 
showers. Others will imagine large, square, many-win- 
dowed masses of white, set with caref ul choice of situa- 
tion, exactly where they will spoil the landscape to such 
a conspicuous degree, as to compel the gentlemen travel- 
ling on the outside of the mail to enquire of the guard, 
with great eagemess, " whose place that is ;" and to enable 
the guard to reply, with great distinctness, that it belongs 

to Squire , to the infinité gratification of Squire y 

and the still more infinité édification of the gentlemen on 
the outside of the mail. Others will remember masses of 
very red brick, groined with stone ; with columnar porti- 
coes, about one-third of the height of the building, and 
two niches, with remarkable-looking heads and bag-wigs 
in them, on each side ; and two teapots, with a pocket- 
handkerchief hanging over each (described to the astonished 
spectators as " Grecian ums"), located upon the roof, just 
under the chimneys. Others will go back to the range of 
Elizabethan gables ; but none will hâve any idea of a tixed 
character, stamped on a class of national édifices. This is 
very melancholy and very discouraging ; the more so, as 
it not without cause. In the first place, Britain unités in 
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itself, 80 many geological formatioiis, each givîng a pecu- 
liar character to the couiitry which it composes, that there 
is hardly a district five miles broad, whieh préserves the 
same features of landscape through its whole wîdth.* If, 
for example, six foreigners were to land severally at Glas- 
gow, at Aberystwith, at Falmouth, at Brighton, at Yar 
mouth and atNeweastle, and to confine their investigations 
to the country within twenty miles of them, what différent 
impressions would they receive of British landscape I If, 
therefore, there be as many forms of édifice as there are 
peculiarities of situation, we can hâve no national style ; 
and, if we abandon the idea of a correspondence with 
situation, we lose the only criterion capable of forming a 
national style.f 

* Length is another thing : we might divide England into strips of 
country, running southwest and northeast, which would be oomposed 
of the same rock, and, therefore, would présent the same character 
throughout the whole of their length. Almost ail our great roads eut 
thèse transversely , and, therefore, seldom remain for ten miles together 
on the same beds. 

f It is thus that we find the most perfect schools of architecture hâve 
arisen in districts whose character is unchanging. Looking to Egypt 
first, we find a climate inducing a perpétuai state of heavy f everish ex- 
citement, fostered by great magnificence of natural phenomena, and 
increased by the gênerai custom of exposlug the head continually to the 
the sun (Herod. Thalia, xii.) ; so that, as in a dreaming fever, we im- 
agine distorted créatures and countenances moying and living in the 
quiet objects of the chamber. The Egyptian endowed ail existence 
with distorted animation; tumed dogs into deities, and leeks into 
lightning-darters ; then g^radually invested the blank granité with sculp- 
tured mystery, designed in superstition, and adored in disease; and 
then such masses of architecture arose as, in delirium, we feel crushing 
down upon us with etemal weight, and see extending fax into the 
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Another cause to be noticed is, thc peculiar indepen- 
dence of tlie Englisliman's disposition ; a feeling which 
prompts hiin to suit his own humour, rather than fall in 
wîth the prevailing cast of social sentiment, or of natural 
beauty and expression ; and which, therefore, there beîng 
much obstinate originality in his mind, produces strange 
varieties of dwelling, frequently rendered still more pre- 
posterous by his love of display ; a love universally f elt 
in England, and often absurdly indulged. Wealth is 
worshipped in France, as the means of purchasing 
pleasure; in Italy, as an instrument of power; in England, 
as the means '^ of showing off." It wonld be a very great 
sacrifice indeed, in an Englishnian of the average stanap, 
to put his villa out of the way, where nobody would ever 
see it, or think of him : it is his ambition to hear every 
one exclaiming, " What a pretty place ! whose can it be?" 

blackness above ; huge and shapeless cohimns of colossal lif e ; immense 
and immeasurable avenues of mountain stone. This was a perfect, that 
is, a marked, enduring, and decided school of architecture, induced bj 
an unchanging and pecuUar character of climate. Then, in the parer 
air, and among the more refined énergies of Greece, architecture rose 
into a more studied beauty, equally perfect in its school, because f os- 
tcred in a district not 50 miles square, and in its dépendent isles and 
colonies, ail of which were under the same air, and partook of the same 
f eatures of landscape. In Rome, it became less perfect, because more 
imitative than indigenous, and corrupted by the traveUing, and conquer- 
ing, and stcaling ambition of the Koman ; yet still a school of architec- 
ture, because the whole of Italy presented the same peculiarities of scène. 
So with the Spanish and Moresco schools, and many others ; passing 
over the Gothic, which, though we hope hereafter to show it to be no 
exception to the rule, involves too many complicated questions to be 
now brought forward as a proof of it 
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and he cares very little abont the peace which he has dis- 
turbed, or the repose which he has interrupted ; though 
even while he thus pushes himself into the way, he keeps 
an air of sulky retirement, of hedgehog independence, 
about his house, which takes away any idea of sociability 
or good humour, which might otherwise hâve been sug- 
gested by his choice of situation. But, in spite of ail 
thèse unfortunate circumstances, there are some dis- 
tinctive features in our English country houses, which are 
well worth a little attention. First, in the approach, we 
hâve one component part of effect, which may be called 
peculiarly our own, and w^hich requires much study be- 
fore it can be managed well, — the avenue. It is true, 
that we meet with noble lines of timber trees cresting 
some of the larger bastions of Continental fortified cities ; 
we see interminable régiments of mistletoed apple trees 
flanking the carrîage road ; and occasioually we approach 
a turreted château* by a broad way, " edged with poplar 
pale." But, allowing ail this, the legitimate glory of the 
perfect avenue is ours still, as will appear by a little con- 
sidération of the éléments which constitute its beauty. 
The original idea was given by the opening of the tangled 
glades in our most ancient forests. It is rather a curions 
circumstance, that, in those woods whose decay has been 
chiefly instrumental in f orming the bog districts of Ireland, 

* Or a city. Any one who remembers entering Caxlsruhe from the 
north, by the two mUes of poplax avenue, remembers entering the most 
sonlless of ail cities, by the most lif eless of aU entrances. 



138 THE POETllY OF ARCHITECTURE. 

the trees hâve, in gênerai, been planted in symmetrîcal 
rowB, at distances of about twenty feet apart. If the 
arrangement of our later woods be not qnite so formai, 
they, at least, présent fréquent c^pening8, carpeted with 
green sward, and edged with various foliage, which the 
arcliitect (for so may the designer of the avenue be 
entitled) sliould do little more than reduce to symmetry 
and place in position, preserving, as much as possible, the 
manner and the propoi-tions of nature. The avenue, there- 
fore, must not be too long. It is quite a mistake, to sup- 
pose that there is sublimity in a monotonous length of 
line, unless, indeed, it be carried to an extent generally 
impossible, as in the case of the long walk at Windsor. 
From three to four hundred yards is a length which wîU 
display the élévation well, and will not become tiresorae 
from continued monotony. The kind of tree must, of 
course, be regulated by circumstances ; but the foliage 
must be unequally disposed, so as to let in passages of 
light across the path, and cause the motion of any object 
along it to change, like an undulating melody, from dark- 
ness to light. It should meet at the top, so as to cause 
twilight, but not obscurity, and the idea of a vaulted roof, 
without rigidity. The ground should be green, so that 
the sun-light may tell with force wherever it strîkes. 
Now, this kind of rich and shadowy vista is found in its 
perfection only in England : it is an attribute of green 
country ; it is associated with ail our memories of forest 
freedom, of our wood rangers, and yeomen with the 
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" doublets of the Lincoln green ; " with our pride of ancîent 
archers, whose art was fostered in sucli long and breezeless 
glades; with our thôughts of the merry chases of our 
kingly compauies, when the dewy antlers sparkled down 
the intertwined paths of the windless woods, at the mom- 
ing écho of the hunter's horn ; with ail, în fact, that once 
contributed to give our land its ancient name of " merry" 
England ; a name which, in this âge of steam and iron, it 
will hâve some diflSculty in keeping. 

This, then, is the first feature we would direct attention 
tO', as characteristic, in the English villa : and be it re- 
niembered, that we are not speaking of the immense lines 
of foliage which guide the eye to some of our English 
palaces, for those are rather the adjuncts of the park than 
the approach to the building ; but of the more laconic 
avenue, with the two crested columns and the iron gâte at 
its entrance, leading the eye, in the space of a hundred 
yards or so, to the gables of its grey mansion. A good 
instance of this approach may be found at Petersham, by 
following the rîght side of the Thames for about half a 
mile f rom Eichmond Hill ; though the house, which, in 
this case, is approached by a noble avenue, is mucli to be 
reprehended, as a bad mixture of imitation of the Italian 
with corrupt Elizabethan; though it is somewhat in 
structive, as showing the ridiculous effect of statues out 
of doors in a climate like ours. 

And now that we hâve pointed out the kind of approach 
most peculiarly English, that approach will guide us to 
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the only style of villa architecture which can be called 
English, — the Elizabethan, and its varieties ; a style fan- 
tastic in its détails, and capable of being subjected to no 
rule, but, as we think, well adapted for the scenery in 
which it arose. We allude not only to the pure Eliza- 
bethan, but even to the strange mixtures of classical oma- 
inents with Gothic f orms, which we find prevailing in the 
sixteenth century. In the most simple form, we hâve a 
building extending around three sides of a court, and, in 
the larger halls, round several interior courts, terminating 
in sharply gabled fronts, with broad oriels divided into 
very narrow lights by channeled muUions, without décora- 
tion of any kind ; the roof relieved by projecting dormer 
Windows, whose lights are generally divided into three, 
terminating in very flat arches without cusps, the inteime- 
diate edge of the roof being battlemented. Then we find 
wreaths of ornament introduced at the base of the oriels ;^ 
ranges of short colunms, the base of one upon the capital 
of another, running up beside them ; the bases being very 
tall, sometimes decorated with knots of flower-work ; the 
columns usually fluted, wreathed, in richer examples, with 
ornament. The entrance is frequently formed by double 
ranges of thèse short columns, with intermediate niches, 
with shell canopies, and rich crests above.f This portico 

* As in a beautiful example in Brasen-nose Collège, Oxford. 

f The portico of the schools, and the inner courts, of Merton and St. 
John's Collèges, Oxford ; an old house at Charlton, Kent ; and Burleigh 
House, will probably occur to the mind of the architect, as good exam- 
ples of the varieties of this mixed style. 
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is caiTÎed up to some heiglit above the roof, whîcli ia 
cliarged witli an infinité variety of decorated cliiraneys. 
Now, ail this is utterly barbarous as architecture ; but, with 
the exception of the chimneys, it is not f aise in taste ; for it 
was originally intended for retired and quiet habitations in 
our f orest eountry, not for conspicuous palaces in the streets 
of the city ; and we hâve shown, in speaking of green eoun- 
try, that the eye is gratified with fantastic détails ; that it is 
prepared, by the miugled lights of the natural scenery, for 
rich and entangled ornament, and would not only endure, 
but deraand, irregularity of System in the architecture of 
man, to correspond with the infinité variety of form in the 
wood architecture of nature. Few surprises can be im- 
agined more delightful than the breaking out of one of 
thèse rich gables, with its decorated entrance, among the 
dark trunks and twinkling leaves of f orest scenery. Such 
an effect is rudely given in Fig. 37. We would direct the 
attention chiefly to the following points in the building : — 
First, it is a huinorist, an odd, tvvisted, independent be- 
ing, with a great deal of mixed, obstinate, and occasionally 
absurd, orîginality. It has one or two gracef ul lines about 
it, and several harsh and cutting ones : it is a whole, which 
would allow of no unison with any other architecture ; it is 
gathered in itself, and would look very ugly indeed, if 
pièces in a purer style of building were added. Ail this 
corresponds with j)oints of Euglish character, with its hu- 
mour, its independency, and its horror of being put out 
of its own way. Again, it is a thoroughly domestic build- 
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Fra. 87. 




ing, liomely and cottage-like in its prevailing forme, 
awakeniiig iio elevatud ideas, assumîng nonobîlity of form. 
It lias Jione of tlie jjride, or the grâce of beaiity, none of 
the digjiity of dcliglit, which we found in the villa of 
Italy ; but it ia a habitation of every-daj life, u protection 
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from momentary inconvenieiice, covered with stiJŒ efforts 
at décoration, and exactly typical of the mind of its inliabi- 
tant : not noble in its taste, not hangbty in its récréation, 
not pure in its perception of beaiity ; but domestic in its 
pleasures, fond of matter of fact rather than of imagina- 
tion, yet sparkling occasionally with odd wit and grotesque 
association. The Italian obtains bis beauty, as bis récréa- 
tion, with quietness, with few and noble Unes, with great 
seriousness and depth of thought, with very rare interrup- 
tions to the simple train of f eeling. But the Englishman's 
villa is fiiU of effort : it is a business with him to be play- 
ful, an infinité labour to be ornamental : he forces his 
amusement with fits of contrasted thought, with mingling 
of rainor touches of humour, with a good deal of sulkiness, 
but with no melancholy ; and, therefore, owing to this last 
adjunct, the building, in its original state, cannot be called 
beautiful, and we ouglit not to consider,the effect of its 
présent antiquity, évidence of which is, as was before 
provedj generally objectionable in a building devoted to 
pleasure, and is only agreeable hère, because united with 
the memory of departed pride. 

Again, it is a life-like building, sparkling in its case- 
ments, brisk in its air, lettîng much h'ght in at the walls 
and roof, low and comfortable-looking in its door. The 
Italian's dwelling is much walled in, letting ont no secrets 
from the inside, dreary and drowsy in its effect. Just 
such is the différence between the minds of the inhabitants; 
the one passing away in dcep and dark rêverie, the othei 
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quick and bnsiiiess-like, enjoyiiig its everyday occupations, 
and active in its ordinary engagements. 

Again, it is aregiilarly planned, mechanical, well-dis- 
ciplined building; eacli of its parts answering to its oppo- 
site, eacli of its oi'naments matched witli similarity. Tlio 
Italian (where it Las no bigh pretence to arcbitectural 
beauty) is a rambling and irregular édifice, varied with 
nncorresponding masses : and tbe mind of tbe Italian we 
find similarly irregular, a thing of varions and ungovern- 
able impulse, without fixed principle of action ; tbe Eng- 
lisbman's, regular and uniform in its émotions, steady in 
its babits, and firm even in its most trivial déterminations. 

Lastly, tbe size of tbe wbole is diminutive, compared 
witb tbe villas of tbe soutb, in wbicb tbe eflfect was always 
large and gênerai. Hère tbe eye is drawn into tbe investi- 
gation of particular points, and miniature détails ; just as, in 
comparing tbe Englisb and Continental cottages, we found 
tbe one cbaracterised by a minute finisb, and tbe otber by 
a massive effect, exactly correspondent witb tbe scale of 
tbe features and scenery of tbeir respective localities. 

It appears, tben, f rom tbe considération of tbese several 
points, tbat, in our antiquated style of villa arcbitecture, 
some national feeling may be discovered ; but in any 
buildings now raised tbere is no cbaracter wbatever : ail is 
ridîculous imitation, and despicable affectation ; and it is 
mucb to be lamented, tbat now, wben a great deal of 
attention bas been directed to arcbitecture on tbe part of 
tbe public, more efforts are not made to turn tbat attention 
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from miraîcking Swiss chalets^ to erectîng English houses. 
We need not dévote more time to tlie investigation of 
purely domestic English architecture, thongh we hope to 
dérive mnch instruction and pleasure from the contem- 
plation of buildings partly adapted for defence, and partly 
for résidence. The introduction of the means of defence 
is, however, a distinction which we do not wish at présent 
to pass over ; and, therefore, in our next paper, we hope to 
conclude the subject of the villa, by a few remarks on the 
Btyle now best adapted for English scenery. 



m. T?ie English ViMa. — Pi'incvplea of Corwposition. 

It has lately become a custom, among the more enlight- 
ened and refined of metropolitan shopkeepers, to advocate 
the cause of propriety in architectural décoration, by en- 
sconcing their shelves, counters, and clerks in classical éd- 
ifices, agreeably ornamented with ingénions devices, typî- 
cal of the class of articles to which the tradesman particu- 
larly desires to direct the public attention. We find our 
grocers enshrined in temples whose columns are of canis* 
ters, and whose pinnacles are of sugarloaves. Our shoe- 
makers shape their soles under Gothic portais, with peni- 
dants of shoes, and canopies of Wellingtons; and our 
cheesemongers will, we doubt not, soon foUow the excellent 

example, by raising shops the varied diameters of whosQ 

7 
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jointed coliimns, in their address to theeye, shall awaken 
memories of Staffa, Psestura, and Palinyra ; and, in their 
address to the tongue, shall arouse exquîsite associations of 
reraembered flavour, Dutch, Stilton, and Strachino. Now, 
this fit of taste on the part of our tradesmen is only a 
coarse form of a disposition inhérent in the human mind. 
Those objects to which the eye has been most frequently 
aecustomed, and among which the intellect has formed its 
habits of action, and the soûl its modes of émotion, be- 
come agreeable to the thcnghts, from their con^espondence 
with their prevailing cast, especially when the business of 
life has had any relation to those objects ; for it is in the 
habituai and necessary occupation that the most painless 
hours of existence are passed : whatever be the nature of 
that occupation, the memories belonging to it will al ways be 
agreeable, and, therefore, the objects awakening such 
memories will invariably be found beautiful, whatever 
their character or form. It is thus that taste is the child 
and the slave of memory ; and beauty is tested, not by 
any fixed standard, but by the chances of association ; so 
that in every domestic building évidence will be found of 
the kind of life through which its owner has passed, in 
the opération of the habits of mind which that life has 
induced. Frora the superannuated coxswain, who plants 
lus old shîp's figure-head in his six square feet of fi'ont 
garden at Bermondsey, to the retired noble, the proud 
portai of whose mansion is sunnounted by the broad 
ehîeld and the crested gryphon, we are ail guided, in our 
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pnrest conceptions, onr raost idéal pursnit, of tlie beauti- 
ful, by remembrances of active occupation, and by prin- 
cîples derived from indiistry regulate the fancies of oiir 
repose. 

It would be excessively interesting to follow ont the 
investigation of this snbject more fuUy, and to show how 
tlie most refined pleasures, tlie most délicate perceptions, 
of the créature who has been appointed to eat bread by 
the sweat of his brow, are dépendent upon, and intimate- 
ly connected with, his hours of labour. This question, 
however, has no relation to our immédiate object, and we 
only allude to it, tliat we may be able to distinguish be- 
tween the two component parts of individual character ; 
the one being the conséquence of continuons habits of 
life acting upon natural tempérament and disposition, 
the other being the hurnour of character, conséquent upon 
circumstances altogether accidentai, taking stem effect 
upon feelings previously determined by the first part of 
the character ; laying on, as it were, the finishing touches, 
and occasîoning the innumerable préjudices, fancies, and 
eccentricities, which, modified in every individual to an 
infinité extent, form the visible veil of the human heart. 

Ifow, V7e hâve defined the province of the architect to 
be, that of selecting such forms and colours as shall de-^ 
light the mind, by preparing it for the opérations to which ^ 
it is to be subjected in the building. Now, no fonns, in 
doraestic architecture, can thus prépare it more distinctly 
than those which correspond closely with the first, that îs, 
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tbe fixed and fundamental, part of character, which îs 
always so uniform in its action, as to in duce great simplî- 
cîty in whatever it designs, Nothing, on the contrary, 
can be more in jurons than the slightest influence of tlie 
humours upon tlie édifice ; for tlie influence of wliat is 
fitful in its energy, and petty in its imagination, would 
destroy ail the harmony of parts, ail the majesty of the 
whole; would substitute sîngularity for beauty, amuse- 
ment for delight, and surprise for vénération. We could 
name several instances of buildings erected by men of 
the highest talent, and the most perfect gênerai taste, who 
yet, not having paid much attention to the firet principles 
of architecture, permitted the humour of their disposition 
to prevail over the majesty of their intellect, and, instead 
of building from a fixed design, gratified freak after 
freak, and fancy after fancy, as they were caught by the 
dream or the désire; mixed mimicries of incongruous 
reality with incorporations of undisciplined idéal ; awak- 
ened every variety of contending feeling and unconnected 
memory ; consummated confusion of form by trickery of 
détail; and hâve left barbarism, where half the v^orld 
will look for loveliness. 

This is a species of ej-ror wliich it is very diflîcult for 
persons paying superficial and temporary attention to 
architecture to avoid : however just their taste may be in 
criticism, it will fail in création. It is only in moments 
of ease and amusement that they will think of their villa : 
they make it a mère plaything, and regard it with a kind 
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of petty exultation, whîch, from îts very nature, will give 
liberty to the light fancy, rather than the deep feeling, of 
the mînd. It is not thought necessary to bestow labour 
of thought, and periods of délibération, on one of the 
toys of life ; still less to undergo the vexation of tliwart- 
ing wishes, and leaving favourite imaginations, relating to 
minor points, unfulfilled, for the sake of gênerai effect. 

This feeling, then, is the first to which we would direct 
attention, as the villa architect's chief eneray: he will 
fînd it perpetually and provokîngly in his way. He is re- 
quested, perhaps, by a man of great wealth, nay, of estab- 
lished taste in some points, to make a design for a villa in 
a lovely situation. The future proprietor carries hira up- 
stairs to his study, to give hira what he calls his " ideas 
and materials," and, iu ail probability, begins soraewhat 
thus : — " This, sir, is a slight note : I made it on the spot: 
approach to Villa Keale, near Pozzuoli. Dancing nymphs, 
you perceive ; cypresses, shell fountain. I think I should 
like something like this for the approach : classical, you 
perceive, sir; élégant, graceful. Then, sir, this is a 
sketch, made by an American friend of mine : Whee- 
whaw-Kantamaraw's wigwam, king of the — Cannibal 
Islands, 1 think he said, sir. Log, you observe ; scalps, 
and boa constrictor skins : curions. Something like this, 
sir, would look neat, I think, for the front door ; don't 
you ? Then, the lower Windows, l've not quite decided 
upon ; but what would you say to Egyptian, sir? I think 
1 should like ray Windows Egyptian, with liieroglyphics, 
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sir; storks and coffins, and appropriate mouldîngs above: 
Ibronght some from Foiintains Abbey the other day. Look 
hère, sir ; angels' heads putting their tongues ont, rolled 
up in cabbage leaves, with a dragon on each side riding 
on a broomstick, and tlie devil looking on from the moiith 
of an alligator, sir.* Odd, I think ; interesting. Tlien 
the corners may be turned by octagonal towers, like the 
centre one in Kenilworth Castle ; with Gothic doors, port- 
cullis, and ail, quite perf ect ; with cross slits for arrows, 
battleraents for musketry, machicolations for boiling lead, 
and a room at the top for drying plums ; and the conserv- 
atory at the bottom, sir, with Virgînian creepers up the 
towers ; door snpported by sphinxes, holding scrapeî*s in 
their fore-paws, and having their tails prolonged into 
warm-water pipes, to keep the plants safe in winter, &c." 
The architect is, withont doubt, a little astonished by 
thèse ideas and combinations ; yet he sits calmly down to 
draw his élévations, as if he were a stone-mason, or his 
employer an architect ; and the f abric rises to electrify 
its beholdei-s, and confer immortality on its perpetrator. 
This is no exaggeration : we hâve not only listened to 
spéculations on the probable degree of the future majesty, 
but contemplated the actual illustrious existence, of several 
such buildings, with sufficient beauty in the management 
of some of their features to show that an architect had 
superintended them, and sufficient taste in their interior 
economy to prove that a refined intellect had projected 

* AotuaUy carved on one of the groins of Boslin Chapel. 
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thera ; and had projected a Vandalism, only because fancy 
had been followed instead of judgraent; with as much 
nonchala/nce as is evinced by a perfect poet,. who is extem- 
porising doggerel for a baby; fiiU of brilliant points, 
wliich he cannot help, and jumbled into confusion, for 
which he does not care. 

Su cil are the first difficultîes to be encountered in villa 
designs. They must always continue to occur in some 
degree, though they might be met with ease by a détermi- 
nation on the part of prof essional men to give no assist- 
ance whatever, beyond the mère superintendence of con- 
struction, unless they be permitted to take the whole 
exterior design into their own hands, merely receiving 
broad instructions respecting the style (and not attending 
to them unless they like). They should not make out the 
smallest détail, unless they were answerable for the whole. 
In this case, gentlemen architects would be thrown so 
utterly on their own resources, that, unless those resources 
were adéquate, they would be obliged to surrender the 
task into more practised hands; and, if they were adé- 
quate, if the amateur had paid so much attention to the 
art as to be capable of givîng the design perfectly, it is 
probable he would not erect anything strikingly abomi- 
nable. 

Such a System (supposing that it could be carried f uUy 
into effect, and that there were no such animais as senti- 
mental stone-masons to give teclmical assistance) might, 
at first, seem rather an encroachment on the liberty of the 
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subject, inasmuch as it would prevent people from îndulg- 
îng their edificatorial f ancies, unless they knew something 
about the matter, or, as the sufferers would probably com- 
plaîn, from doing what they liked with their own. But 
the mistake would evidently lie in their supposîng, as 
people too f requently do, that the outsîde of their house 
is their own, and that they hâve a perfect right therein to 
niake fools of themselves in any manner, and to any ex- 
tent, they niay think proper. Thîs is quite true in the 
case of interiors : every one has an indisputable right to 
hold himself up as a laughing-stock to the whole circle of 
his friends and acquain tances, and to consult his own 
private asinine comfort by every pièce of absurdity which 
can in any degree contribute to the same ; but no one has 
any right to exhibit his îmbecilities at other people's ex- 
pense, or to claim the public pity by inflicting public pain. 
In England, especially, where, as we saw before, the rage 
for attracting observation is universal, the outside of the 
villa is rendered, by the proprîetor's own disposition, the 
property of those who daily pass by, and whom it hourly 
affects with pleasure or pain. For the pain which the eye 
feels from the violation of a law to which it has been ac- 
customed, or the mind from the occurrence of anything 
jarring to its finest feelings, is as distinct as that occasioned 
by the interruption of the physical economy, difFerîng 
only inasmuch as it is not permanent ; and, therefore, an 
îndividual has as little right to fulfiU his own conceptions 
by disgustîng thousands, as, were his body as impénétrable 
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to steel or poison, as his brain to the effect of the beauti- 
ful or true, he would hâve to decorate his carriage roads 
witli caltrops, or to lîne his plantations with upas trees. 

The violation of gênerai feelings would thus be unjust, 
even were tlieir consultation productive of continued vexa- 
tion to the individual : but it is not. To no one is the 
architecture of the exterior of a dwelling-house of so little 
conséquence as to its inhabitant. Its material may afiPect 
his comfort, and its condition may touch his pride ; but 
for its architecture, his eye gets accustomed to it in a 
week, and, after that, Hellenic, Barbarie, or Yankee, are 
ail the same to the domestic feelings, are ail lost in the one 
name of home. Even the conceit of living in a chalet, or 
a wigwam, or a pagoda, cannot retain its influence for six 
months over the weak minds wliich alone can feel it ; and 
the monotony of existence becomes to thera exactly what 
it woùld hâve been had they never inflicted a pang upon 
the unfortunate spectatore, whose accustomed eyes shrink 
daily from the impression to which they hâve not been 
rendered calions by custom, or lenient by false taste. If 
thèse conditions are just when they allude only to buildings 
in the abstract, how rauch more when referring to them 
as materials of composition, materials of infinité power, to 
adom or destroy the loveliness of the earth. The nobler 
scenery of that earth is the inheritance of ail her inhabit- 
ants : it is not merely for the f ew to whom it temporarily 
belongs, to feed from like swine, or to stable upon like 

horses, but it has been appointed to be the school of the 
7* 
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minds which are kingly among theîr fellows, to excite the 
highest énergies of humanity, to fumish strength to the 
lordliest intellect, and food for tlie holiest émotions of the 
hnman soûl. The présence of life is, indeed, necessary to 
its beanty, but of life congenial with its character ; and 
that life is not congenial which thrusts presuraptuously 
forward, amidst the calmiiess of the univei'se, the confusion 
of its own petty interests and grovelling imaginations, and 
stands up with the insolence of a moment, amidst the 
majesty of ail time, to build baby fortifications upon the 
bones of the world, or to sweep the copse from the corrie, 
and the shadow from the shore, that fools may risk, and 
gamblers gather, the spoil of a thousand summers. 

It should therefore be remembered, by every proprietor 
of land in hill coimtry, that his possessions are the means 
of a peculiar éducation, otherwise unattainable, to the 
artists, and, in some degree, to the literary men, of his 
country ; that, even in this limited point of view, they are 
a national possession, but much more so when it is remem- 
bered how many thousands are perpetually receiving from 
them, not merely a transitory pleasure, but such thrilling 
perpetuity of pure émotion, such lofty subject for scientific 
spéculation, and such deep lessons of natural religion, as 
only the work of a Deity can impress, and only the spirit 
of an immortal can feel : they should remember that the 
slîghtest deformity, the most contemptible excrescence, 
can injure the effect of the uoblest natural scenery, as a 
note of discord can annihilate the expression of the purcst 
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harmony ; that thus it is in the power of womifl to conceal, 
to destroy, or to violate, what angels could not restore, 
create, or coiiseci*ate ; and that the right, which every man 
unquestionably possesses, to be an ass, is extended only, in 
public, to those who are innocent in idiotism, not to the 
naore malicious clowns who thriist their degraded motley 
conspicuously foith amidst the fair colours of earth, and 
mix tlieîr incohérent cries with the mélodies of etemity, 
break with their inane laugh upon the silence which Cré- 
ation keeps where Omnipotence passes most visibly, and 
scrabble over with the characters of idiocy the pages that 
hâve been written by the finger of God. 

Thèse f eelings we would endeavour to impress upon ail 
persons likely to hâve anything to do with embellishing, 
as it is called, fine natural scenery ; as they might, in some 
degree, conviiice both the architect and his employer of 
the danger of giving free play to the imagination in cases 
involving intricate questions of feeling and composition, 
and might persuade the designer of tlie necessity of look- 
ingj not to his own acre of land, or to his own peculiar 
tastes, but to the whole mass of forms and combination of 
impressions with which he is surrounded. 

Let us suppose, however, that the design is yielded en- ; 
tirely to the architectes dis(;retion. Being a pièce of 
domestic architecture, the chief object in its exterior 
design will be to arouse domestic feelings, which, as we 
saw before, it will do most distinctly by corresponding 
with the first part of character. Tet it is still more neces- 
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sary that ît should correspond with its situation; and 
hence arises another diflScnlty, tlie reconciliation of cor- 
respondence with contraries ; for such, it is deeply to be 
regretted, are too often the individnal's mind, and the 
dwelling-place it chooses. The polished courtier brings 
his refinement and duplicity with him, to ape the Arcadîan 
rustic in Devonshire ; the romantic rhymer takes a plas- 
tered habitation, with one back window looking înto the 
green park ; the soft votary of luxury endeavours to ri se 
at seven, in some Ultima Thule of frost and storms ; and 
the rich stock- jobber calculâtes his per-centages among the 
soft dingles and woody sliores of Westmoreland. When the 
architect finds this to be the case, he must, of course, con- 
tent himself with suiting his design to such a mind as 
ought to be where the intruder's is ; for the f eelings which 

are so much at variance with themselves in the choice of 

• 

situation, will not be found too critical of their domicile, 
howe ver little suited to their temper. If possible, however, 
he should aim at something more ; he should draw his 
employer into gênerai conversation ; observe the bent of 
his disposition, and the habits of his mind ; notice every 
manifestation of fixed opinions, and then transfer to his 
architecture as much of the feeling he has observed as is 
distinct in its opération. This he should do, not because 
the gênerai spectator will be aware of the aptness of 
the building, which, knowing nothing of its inmate, 
he cannot be; nor to please the individual himself, 
which it is a chance if any simple design ever will, and 
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who never wîU find ont how well his cliaracter has been 
fitted ; but because a portrait is always more spîrited than 
a composed countenance ; and because tliis study of human 
passions will bring a degree of energy, unity, and orîgî- 
nality into every one of his designs (ail of which will ne- 
eessarily be différent), so simple, so domestic, and so life- 
like, as to strike every spectator with an interest and a 
sympatliy, for which he will be utterly unable to account, 
and to impress on him a perception of something more 
ethereal than stone or carving, somewhat similar to that 
which some will remember having felt disagreeably iu 
their childhood, on looking at any old house authentically 
haunted. The architect will forget in his study of life the 
formalities of science, and, while his practised eye will 
prevent him from erring in technicalities, he will advance, 
with the ruling feeling, which, in masses of raind, is na- 
tionality, to the conception of something truly original, 
yet perfectly pure. 

He will also find his advantage in having obtaîned a 
guide in the invention of décorations of which, as we shall 
show, we would hâve many more in English villas than 
economy at présent allows. Candidus complains, in his 
Note-Book, that Elizabethan architecture is frequently 
adopted, because it is easy, with a pair of scissors, to dérive 
a zigzag omament from a doubled pièce of paper. I^ut 
we would fain hope that none of our professional archî- 
tects hâve so far lost sîght of the meaning of their art, as 
to believe that roughening stone matheraatically is bestow- 
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ing décoration^ tliough we are too steriily convinced tbat 
tliey believe mankind to be more sliortsighted by at least 
thirty yards than tliey are ; for tliey tliiiik of nothing but 
gênerai effect in their ornaments, and lay on their flower- 
work 80 carelessly, tliat a good substantial captain's biscuit, 
with tlie small lioles left by the pénétration of the baker's 
four fingers, encircling the laige one whicli testifies of the 
forcible passage of his thumb, would form quite as élégant 
a rosette as hundreds now perpetuated in stone. Now, 
tliere is nothing which requires study so close, or ex- 
periment so fréquent, as the proper designing of omament. 
For its use and position some definite rules may be given ; 
but, when the space and position hâve been determined, 
the lines of curvature, the breadth, depth, and sharpness 
of the shadows to be obtained, the junction of the parts of 
a group, and the gênerai expression, will présent questions 
for the solution -of which the study of years will sometimes 
scarcely be sufficient ^ ; for they dépend upon the f eeling 
of the eye and hand, and there is nothing like perfection 
in décoration, nothing which, in ail probability, might not, 
by farther considération, be improved. Now, in cases in 
which the outline and larger masses are determined by 
situation, the architect will frequently find it necessary to 



* For example, we would allow one of the modem builders of Gothic 
chapels a month of invention, and a botanic garden to work from, with 
perf ect certainty that he would not, at the expiration of the time, be 
able to présent us with one design of leafage equal in beauty to hun- 
dreds we could point out in the capitals and niches of Melrose and 
Boslin. 
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Fig. 38. 



fall back upon his décorations, as the only means of 
obtainiiig character ; and that which before was an 
unmeaning lump of jagged freestone, will become a part 
of expression, an accessory of beautif ul design, varied in 
its form, and délicate in îts efFect. Then, instead of 
slirinking f rom his bits of ornament, as f rom things which 
will give him trouble to invent, and will answer no other 
purpose than that of occupying what would otherwise 
hâve looked blank, the designer will view them as an 
efficient corps de réserve^ to be brouglit up when the eye 
cornes to close quarters with the édifice, to maintain and 
deepen the impression it has previously received. Much 
more time will be spent in the 
conception, much more labour 
in the exécution, of such mean- 
îng ornament, but both willbe 
well spent, and well reward- 
ed. 

Perhaps our meaning may 
be made more clear by Fig. 38, 
which is that of a window 
found in a domestic building of 
mixed and cornipt architecture, 
at Munich (which we give now, 
because we shall hâve occasion 
to allude to it hereafter). Its 
absurd breadth of moulding, so disproportionate to its 
cornice, renders it excessively ugly, but capable of great 
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variety of efEeot. It forme one of a range of fonr, tumîng 
an angle, whose monldings join each other, their double 
breadth being the whole séparation of the apertores, which 
are sometliing more than double squares. Now, by 
altération of the dec-oration, and depth of ahadow, we 
hâve Figs. 39 and 40. Thèse tliree Windows differ 
entîrely in tlieir feelîiig and manner, aud are broad ex- 
amples of euch distinctions of style as might be adopted 
severally in the habitations of the man of imagination, the 



Tig. 4a 




man of intellect, and the man of feeling. If our altér- 
ations hâve been properly made, there will be no difficulty 
in distinguishingbetween their expressions, which we shall 
therefore leave to conjecture. The character of Fig. 38 
ids upou the softness with which tlie light is caught 
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upon îts ornaments, whîch should not hâve a single liard 
line in them ; and on ihe graduai, unequal, but intense, 
depth of its shadows. Fîg. 39 should hâve ail its f orms 
undefined, and passing into one another, the touches of tlie 
chisel light, a grotesque face or feature occurring in parts, 
the shadows pale, but broad * ; and the boldest part of the 
cai'ving kept in shadow rather than light. The third 
should be hard in its lines, strong in its shades, and quiet 
in its ornament. 

Thèse hints will be sufRcîent to explain our meaning, 
and we hâve not space to do more, as the object of thèse 
papers is rather to observe than to ad vise. Besides, in 
questions of expression so intrîcate, it is almost impossible 
to advance fixed principles; every mind will hâve per- 
ceptions of its own, which will guide its spéculations, 
every hand, and eye, and peculiar feeling, varying even 
from year to year. We hâve only started the subject of 
correspondence with individual character, because we 
think that imaginative minds raight take up the idea with 
some success, as furnishing them with a guide in the 
variation of their designs, more certain than mère experi- 

* It is too much the cnstom to consîder a design as composed of a 
certain number of hard lines, instead of a certain number of shadows of 
varions depth and dimension. Though thèse shadows change their 
position in the course of the day, they are relatively always the same. 
They hâve most variety under a strong light without sun, most expres- 
sion with the sun. A little observation of the infinité variety of shade 
which the sun is capable of casting, as it touches projections of différent 
curve and character, will enable the designer to be certain of his effects. 
"We shall hâve occasion to aUude to this subject again. 
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ment on unmeanîng forms, or than ringing indiscriminate 
changes on component parts of established beauty. To 
the rêverie, ratlier than the investigation, to the dream, 
rather than the délibération, of the architect, we recom 
mend it, as a branch of art în which instinct will do more 
than precept, and inspiration than technicality. The cor- 
respondence of our villa architecture with our natural 
scenery may be determined with far greater accuracy, and 
will require careful investigation. 

We had hoped to hâve concliided the Yilla in this 
paper ; but the importance of domestic architecture at the 
présent day, when people want houses more than for- 
tresses, safes more than keeps, and sculleries more than 
dungeons, is sufficient apology for delay. 

Oxford^ Auguste 1838. 



rV. The JBritish Villa. The Cvltwated^ or JBlite, 
Country, — PHnciples of Composition, 

r 

In the papers hitherto devoted to the investigation of 
villa architecture, we hâve contemplated the beauties of 
what may be considered as its model in its original and 
natural territory, and we hâve noticed the difRcultîes to 
be encountered in the just érection of villas in England. 
It remains only to lay down the gênerai principles of com- 
position, which, in such diflSculties, may, in some degree, 
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serve as a guide. Into more than gênerai principles it îs 
not consistent with our plan to enter. One obstacle, which 
was more particularly noticed, was, as it raay be remem- 
bered, tlie variety of the geologîcal formations of tlie coun- 
try. Thîs will compel us to use the divisions of landscape 
formerly adopted in speakîng of the cottage, and to inves- 
tigate severally the kind of domestic architecture required 
by each. 

First. Blue or cultivated country, which is to be con- 
sîdered as including those suburban districts, in the neigh- 
borhood of populous cities, which, though more frequent- 
ly black than blue, possess the activity, industry, and life, 
which we before noticed as one of the characterîstics of 
blue country. We shall not, however, allude to suburban 
villas at présent ; fîrst, because they are in country posses- 
sing nothing which can be spoiled by anything; and, 
Secondly, because their close association renders them sub- 
ject to laws which, being altogether différent from those 
by which we are to judge of the beauty of solitary villas, we 
shall hâve to develope in the considération of street effects. 

Passing over the suburb, then, we hâve to distinguish be- 
tween the svrwple blue country, which is composed only of 
rich cultivated champaign, relieved in parts by low undu- 
lations; monotonous and uninteresting as a whole, though 
eheerf ul in its character, and beautif ul in détails of lanes 
and meadow paths ; and the picturesque blue country, 
lying at the foot of high hill ranges, intersected by their 
outworks, broken hère and there into bits of crag and din- 
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gle Bcenery ; perpetiially presentîng prospects of exquisite 
distant beaiity, and possessing, in its valley and river 
gcenery, fine detaclied spécimens of the natural "green 
ccmiitry." This distinction we did not make in speaking 
of the cottage ; the effect of which, owing to its size, can 
extend only over a limited space ; and this space, if in 
picturesqiie bhie country, must be either part of its mo- 
notonous cultivation, when it is to be considered as belong- 
ing to the simple blue country, or part of its dingle 
scenery, when it becomes green country ; and it woiild 
not be just, to suit a cottage, arîtually placed in one color, 
to the gênerai effect of another color, with which it could 
hâve nothing to do. But the effect of the villa extends 
very often over a considérable space, and becomes. part of 
the large f eatures of the district ; so that the whole char- 
acter and expression of the visible landscape must be con- 
sidered, and thus the distinction between the two kinds of 
blue country becomes absolutely necessary. Of the first, 
or simple, we hâve already adduced, as an example, the 
greater part of the south of England. Of the second, or 
picturesque, the cultivated parts of the North and East 
Ridings of Yorkshire, generally Shropshire, and the north 
of Lancashire, and Curaberland, beyond Caldbeck Fells, 
are good examples ; perhaps better than ail, the country for 
twelve miles north, and thirty south, east, and west, of 
Stirling. 

Now, the matter-of-fact business-like activity of simple 
blue country has been already alluded to. This attribute 
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renders in it a plain palpable brick dwelling-house allow- 
able ; tliougli a thing which, in every country but the sim- 
ple blue, compels every spectator of any f eeling to send up 
asi)irations, tliat builders who, like those of Babel, bave 
brick for stone, may be put, like those of Babel, to con- 
fusion. Hère, howevever, it is not only allowable, but 
even agreeable, for the foUowing reasons : — 

Its cleanness and freshness of color, admitting of Httle 
dampness or staiiiing, firm in its consistence, not moulder- 
îng like stone, and therefore inducing no conviction of 
antiquîty or decay, présents rather the appearance of such 
comfort as is contrived for the enjoyraent of temporary 
wealtli, than of such solidity as is raised for the inherit- 
ance of unfluctuating power. It is thus admirably suited 
for that country where ail is change, and ail activity ; 
where the working and money-making raembers of the 
community are perpetually succeeding and overpowering 
each other ; enjoyîng, each in his turn, the reward of his 
industry ; yielding np the fîeld, the pasture, and the mine, 
to his successor, and leaving no more memory behind him, 
no farther évidence of his individual existence, than is lef t 
by a working bee, in the honey for which we thank his 
class, forgetting the individual. The simple blue country 
may, in f act, be considered the dining-table of the nation ; 
from which it provides for its immédiate necessities, at 
which it feels only its présent existence, and in which it 
requires, not a pièce of furniture adapted only to remînd 
it of past réfection, but a polished, clean, and convenient 
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mînister to îts immédiate wishes. No habitation, therefore; 
in tliis country, slionld look old : it shoiild give an impres- 
sion of présent prosperity, of swift motion and bigh energy 
of lîfe ; too rapid in its successive opération to attain 
greatness, or allow of decay, in its works. Tbis is tbe 
fii-st cause wbîcb, in tbis country, rendei-s brick allowable. 

Again, wbcrever tbe soil breaks out in simple blue 
country, wbetber in tbe river sbore, or tbe brokeu road- 
side bank, or tbe plougbed field, in nine cases out of ten 
it is excessively warm in its colour, being eitber gravel or 
clay, tbe black vegetable soil never remaining free of 
végétation. Tbe warm tone of tbese beds of soil is an 
admirable relief to tbe blue of tbe distances, wbicb we 
bave taken as tbe distinctive feature of tbe country, tend- 
ing to produce tbe perfect ligbt witbout wbicb no land- 
scape can be complète. Tberefore tbe red of tbe brick is 
prevented from glaring upon tbe eye, by its falling in 
witb similar colours in tbe ground, and contrasting finely 
witb tbe gênerai tone of tbe distance. Tbis is anotber 
instance of tbe material wbicb nature most readily fur- 
nisbes being tbe rigbt one. In almost ail blue country, 
we bave only to turn out a few spadef uls of loose soil, and 
we come to tbe bed of clay, wbicb is tbe best material for 
tlie building ; wbereas we sbould bave to travel bundreds 
of miles, or to dig tbousands of f eet, to get tbe stone wbicb 
nature does not want, and tberefore bas not given. 

Anotber excellence in brick is its perfect air of English 
respectability. It is utterly impossible for an édifice sMxy 
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gether of brick to look affected or absurd: it may look 
rude, it may look vulgar, ît may look diagiisting, in a 
wroiig place ; but it cauuot look foolish, for it is incapable 
of pretension. We may suppose its master a brute, or an 
ignoramus, but we can never suppose him a coxcomb : a 
bear he may be, a fop he cannot be ; and, if we find bim 
ont of his place, we feel that it is owing to error, not to 
impudence; to self-ignorance, not to self-conceit ; to the 
want, not the assumption, of feeling. It is thus that brick 
is pecTiliarly English in its effect: for we are brutes in 
many things, and we are ignorami in many things, and we 
are destitute of feeling in many things, but we are not 
coxcombs. It is only by the utmost effort, that some of our 
most highly gifted junior gentlemen can attain such dis- 
tinction of title ; and even then the honour sits ill upon 
them : they are but awkward coxcombs. Affectation * 
never was, and never will be, a part of English character : 
we hâve too much national pride, too much consciousness 
of our own dignity and power, too much established self- 

* The nation, indeed, possesses one or two interesting individuals, 
whose affectation is, as we hâve seen, strikingly manifested in their lake 
villas : but every rule has its exceptions ; and, even on thèse gifted per- 
sonages, the affectation sits so very awkwardly, so like a velvet bonnet 
on a ploughman^s carroty hair, that it is evidently a late acquisition. 
Thus, one proprietor of land on Windermere, who has built unto 
himself a castellated mansion with round towers, and a Swiss cottage 
for a stable, has y et, with that admiration of the * * neat but not gaudy," 
which is commonly reported to hâve intiuenced the devil when he 
painted his tail pea-green, painted the rocks at the back of his house 
pink, that they may look clean. This is a Uttle outcrop of English 
feeling in the midst of the assumed romance. 
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Bâti sf action, to allow us to become ridiculous by îraîtative 
efforts ; and, as it is only by endeavonring to appear what 
he is not, that a nian ever can become so, properly speak- 
ing, our truewîtted Continental neigbbours, who shrink 
from Jobn Bull as a brute, ne ver laugh at him as a fool. 
" Il est bête, il n'est pas pourtant sot." 

The brick bouse admirably corresponds with thîs part 
of Englîsh character ; for, unable as it is to be beàutif ul, 
or gracef ul, or dignified, it is equally unable to be absurd. 
There is a proud independence about it, wliich seems con- 
scious of its own entire and perfect applicability to those 
uses for which it was built, and f uU of a good-natured in- 
tention to render every one who seeks shelter within its 
walls excessively comfortable : it therefore feels awkward 
in no Company ; and, wherever it intrudes its good-hu- 
moured red face, stares plaster and marble out of coun- 
tenance, with an insensible audacity, which we drive out 
of snch refined company, as we would a clown from a 
drawingroom, but which we nevertheless seek in its own 
place, as we would seek the conversation of the clown in 
liis own turnip field, if he were sensible in the main. 

Lastly. Brick is admirably adapted for the climate of 
England, and for the fréquent manufacturing nuisances of 
English blue country : for tlie smoke, which makes marble 
look like charcoal, and stucco like miid, only renders brick 
less glaring in its colour ; and the inclement climate, which 
makes the composition front look as if its architect had 
been arausing himself by^ throwing buckets of green water 
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down f rora the roof, and before which the granité base of 
Stîrling Castle is rnouldering into sand as impotent as ever 
was ribbed by lipple, wreaks its rage in vain upon the bits 
of baked çlay, leaving them strong, and dry, and stainless, 
warni and eonifoii;able in their effect, even when neglect 
has permitted the moss and wallflower to creep into their 
citinnies, and mellow into something like beaiity that 
which is always comfort. Damp, which fills raany stones 
as it would a sponge, is defied by the brick; and the 
wannth of every gleam of sunshine is canght by it, and 
stored up for future expenditure ; so that, both actually 
and in its effect, it is peculiarly suited for a climate whose 
changes are in gênerai f rom bad to worse, and from worse 
to bad. 

Thèse, then, are the principal apologies which the brick 
dwelling-house has to offer for its ugliness. They will, how- 
ever, only stand it in stead in the simple blue country ; and, 
even there, only when the following points are observed. 

Fii-st. The brick should neither be of the white, nor the 
very dark red, kind. The white is worse than useless as a 
colour : its cold, raw, sandy, neutral has neither warmth 
enongh to relieve, nor grey enough to harmonise with, any 
natural tones ; it does not please the eye by warmth, in 
shade ; it hurts it, by dry heat in sun ; it has none of thçi 
advantages of effect which brick may hâve, to compensate 
for the vulgarity which it must hâve, and is altogether to 
be abhorred. The very bright red, again, is one of the 
agliest warm colours that art ever stunibled upon : it is 
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never mellowed by damp or anytliiiig else, and spoils 
everytliing near it by its intolérable and inévitable glare. 
The moderately dark brick, of a neutral red, îs to be 
chosen, and tliis, after a year or two, will be farther 
Boftened in its colour by atmospheric influence, and will 
possess ail the advantages we hâve enumerated. It is 
almost unnecessary to point ont its fitness for a damp 
situation, not only as the best material for securing the 
corafort of the inhabitant, but because it will the sooner 
contract a certain degree of softness of tone, occasioned 
by microscopic végétation, which will leave no more brick- 
red than is agreeable to the feelings where the atmosphère 
is chill. 

Secondly. Even this kind of red is a very powerful 
colour ; and as, in combi nation with the other primitive 
coloui-s, very little of it will complète the light, so, very 
little will answer every purpose in landscape composition, 
and every addition, above that little, will be disagreeable. 
Brick, therefore, never should be used in large groups of 
buildings, where those groups are to form part of land- 
scape scenery : two or three houses, partly shaded with 
trees, are ail that can be admitted at once. There is no 
object more villainously destructive of natural beauty, than 
a large town, of very red brick, with very scarlet tiling, 
very tall chimneys, and very few trees ; while there are 
few objects that harmonise more agreeably with the feeliug 
of English ordinary landscape, than the large, old, solitary, 
brick mauor house, with its group of dark cedars on the 
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lawn in front, and the tall wrought-iron gâtes opening 
down the avenue of approach. 

Thirdly. No stone qiioining, or présence of any con- 
trasting colour, should be admitted. Quoîns, in gênerai 
(thougli, by the by, they are prettily managed in the old 
Tolbooth of Glasgow, and some other antique buildings in 
Scotland), are only excusable as giving an appearance of 
strength ; while tlieir zigzag monotomy, when rendered 
conspicuous by différence of colour, is altogether détest- 
able. White cornices, niches, and the other superfluous 
introductions in stone and plaster, which some architects 
seera to think ornamental, only mock what they cannot 
mend, take away the whole expression of the édifice, 
render the brick-rèd glaring and harsh, and becorae them- 
selves ridiculous in isolation. Besides, as a gênerai prin- 
ciple, contrasts of extensive colour are to be avoided in ail 
buildings, and especially in positive and unmanageable 
tints. It is difficult to imagine whence the custom of 
putting stone ornaments into brick buildings could hâve 
arisen ; unless it be an imitation of the Italian custom of 
mixîng marble with stucco, which affords it no sanction, 
as the marble is only distinguishable from the gênerai 
raaterial by the sharpness of the carved edges. The 
Dutch seem to hâve been the originators of the custom;. 
and, by the by, if we remember right, in one of the very 
finest pièces of colourîng now extant, a landscape by 
Rubens (in the gallery at Munich, we tliink), the artist 
seems to hâve sanctioned the barbarism, by introducing a 
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brick édifice, with white stone quoining. But the tmth 
is, that he selected the subject, partly under the infl.aence 
of domestic f eeliiigs, the place being, as it is thonght, hîs 
own habitation ; aud partly as a pièce of practice, present- 
îng siich excessive difiSculties of colour, as he, the lord of 
colour, who alone could overcorae them, would peciiliarly 
delight in overcoming ; and the harmony with whîch he 
has combined tints of the most daring force, and sharpest 
apparent contrast, in this edgy building, and opposed 
them to an uninteresting distance of excessive azuré 
(simple blue country, observe), is oneof the chief wonders 
of the painting : so that this masterpiece can no more 
furaish an apology for the continuance of a practice 
which, though it gives some liveliness of character 
to the warehouses of Amsterdam, is fit only for a 
place whose foundations are mud, and whose in- 
habitants are partially animated cheeses, than Cara- 
vaggio's custom of painting blackguards should introduce 
an ambition among mankind in gênerai of becoming fit 
Bubjects for his pencil. We shall hâve occasion agaîn to 
allude to this subject, in speaking of Dutch street efFects. 
Fourthly. It will generally be found to agrée best with 
the business-like air of the blue country, if the house be 
excessively simple, and apparently altogether thè minister 
of utility ; but, where it is to be extensive, or tall, a 
few décorations about the upper Windows are désirable. 
Thèse should be quiet and severe in their lines, and eut 
boldly in the brick itself . Some of the minor streets in 
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the King of Sardinia's capital are altogether of brick, 
yery richly chargea with carving, with excellent efPect, 
and furnish a very good model. Of course, no délicate 
omament can be obtained, and no classical lines can be 
allowed ; for we shonld be horrified by seeing that in brick 
which we hâve been accnstonied to see in marble. The 
architect must be left to his o\\ti taste for laying on, spar- 
ingly and carefully, a few dispositions of well-propor- 
tioned line, which are ail that can ever be reqiiired. 

Thèse broad principles are ail that need be attended to 
in simple blue country: anything will look well in it 
which is not affected ; and the architect, who keeps com- 
fort and utility steadily in view, and runs off into no ex- 
patiations of fancy, need never be afraid hère of falling 
into error. 

But the case is différent with the pîcturesque blue 
country.* Hère, owing to the causes mentioned in 
the notes at p. 86, we hâve some of the most elevated 
bits of landscape character, which the country, whatever 
it may be, can afPord. Its first and most distinctive pecu- 
liarity is its grâce ; it is ail undulation and variety of line, 
one curve passing into another with the most exquisite 
softness, roUing away into f aint and far outlines of varions 
depths and décision, yet none hard or harsh ; and, in ail 
probability, rounded off in the near ground into massy 

* In leaving simple blue country, we hope it need hardly be said that 
we leave bricks at once and for ever. Nothing can excuse them out of 
theiz proper territory. 
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forms of partially wooded hîll, shaded downwards into 
windiiig dingles or clifpy ravines, eacli form melting im- 
perceptibly into the next, without an edge or angle. 

Its next character is mystery. It is a country peculîarly 
distinguished by its possessing featiires of great subliraity 
in the distance, without giving any hint in the foreground 
of their actual nature. A range of mountain, seen f rom a 
mountain peak, niay hâve sublimîty, but not the mystery 
with which it is invested, when seen rising over the f arthest 
surge of misty blue, where everything near is soft and 
smiling, totally separated in nature from the Consolidated, 
clouds of the horizon. The picturesque blue country is 
sure, from the nature of the ground, to présent some dis- 
tance of this kind, so as never to be without a high and 
ethereal mystery. 

The third and last distinctive attribute is sensuality. 
This is a startling word, and requires some explanation.. 
In the first place, every line is voluptuous, floating, and 
wavy in its form ; deep, rîch, and exquisitely soft in its 
colour ; drowsy in its efPect, like slow, wild music ; 
letting the eye repose on it, as on a wreath of cloud, 
without one feature of harshness to hurt, or of con- 
trast to awaken. In the second place, the cultivation, 
which, in the simple blue country, has the forced formality 
of growth which evidently is to supply the necessities of 
mail, hère seems to leap into the spontaneous luxuriance 
of life, which is fitted to mînister to his pleasures. The 
surface of the earth exults with animation, especially tend- 
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îng to the gratification of the sensés; and, without the 
artifîcialness wliich reminds man of the necessity of his 
own lab<:)ur, without the opposing influences which call 
for his résistance, without the vast énergies that remind 
him of his impotence, without the sublimity that can call 
his noblest thoughts into action, yet, with every perfection 
that can tempt hîm to indolence of enjoyinent, and with 
8uch abundant bestowal of natural gif ts, as might seem to 
J)revent that indolence from being its own punishment, 
the earth appears to hâve become a garden of delight, 
wherein the sweep of the bright hills, without chasm or 
crag, the flow of the bending rivers, without ix)ck or rapid, 
and the fruitfulness of the fair earth, without care or 
labour on the part of its inhabitants, appeal to the most 
pleasaut passions of eye and sensé, calling for no effort of 
bod,y, and impressing no fear on the inind. In hill country 
we hâve a struggle to main tain with the éléments ; in 
simple blue, we hâve not the luxuriance of delight : hère, 
and hère only, ail nature combines to breathe over us a luU- 
îng slurnber, throngh which life degenei*ates into sensation. 
Thèse considérations are suificient to explaîn what we 
mean by the epitliet " sensuality." N ow, taking thèse three 
distinctive attributes, the mysterious, the gracef ul, and the 
voluptuous, wliat is the whole character ? Very nearly — 
the Greek: for thèse attributes, common to ail pictu- 
resque blue coimtry, are modified in the degree of their 
présence by every climate. In England, they are ail low 
în their tone ; but as we go southward, the voluptuousnesB 
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becomes deeper in feelîng, as the colours of the earth and 
the heaven become purer and more passionate, and " the 
pnrple of océan deepest of dye ; " the niystery becomes 
mightier, for the greater and more nniversal energy of tlie 
beautif ul permits its features to come nearer, and to rise 
înto the sublime, without causing fear. It is thus that we 
get the essence of the Greek f eeling, as it was embodied in 
their finest imaginations, as it showed itself in the works 
of their sculptors and their poets, in which sensation was 
made almost equal with thought, and defied by its nobility 
of association ; at once vohiptiious, refined, dreainily mys- 
terioiis, iniinîtely beautiful. Hence, it appears that the 
spirit of this bhie country is essentîally Greek ; though, 
in England and in other northern localities, that spirit is 
possessed by it in a diminished and degraded degree. It 
ît also the natural dominion of the villa, possessing ail the 
attributes which attracted the Komans, when, in their 
hours of idleness, they lifted the light arches along the 
echoing promontories of Tiber. It is especially suited to 
the expression of the édifice of pleasure ; and, therefore, 
is raost capable of being adorned by it. The attention of 
every one abont to raise himself a villa of any kind should, 
therefore, be directed to this kind of country ; first, as 
that in which he will not be f elt to be an intruder ; sec- 
ondly, as tliat which will, in ail probability, afford him the 
greatest degree of continuons pleasure, when his eye has 
become accustomed to the features of the locality. To the 
human naind, as on the average constituted, the features 



THE POETRT OF ABOHITEOTURE. 177 

of hill scenery wlll, by répétition, become tiresome, and 
of wood scenery, monotonous ; while the simple blue can 
possess little înterest of any kind. Powerf ul intellect will 
generally take perpétuai delîglit in hill résidence ; but the 
gênerai raind soon feels itfielf oppressed with a peculiar 
melancholy and weariness, which it is ashamed to own ; 
aâid we hear our romantic gentleman begin to call out 
about the want of society, while, if the animais were fit to 
live where they hâve forced themselves, they would never 
want more society than that of a grey stone, or of a clear 
pool of gushing water. On the other hand, there are f ew 
mînds 80 degraded as not to feel greater pleasure in the 
pîcturesque blue than in any other country. Its distance 
bas geuerslly grandeur enough to meet their moods of 
aspiration ; its near aspect is of a more human interest 
than that of hill country, and harmonises more truly with 
the domestic feelings which are common to ail mankind ; 
Bo that, on the whole, it will be found to maintain its fresh- 
ness of beauty to the habituated eye, in a greater degree 
than any other scenery. 

As it thus persuades us to inhabit it, it becomes a point 
of lionour not to make the attractiveness of its beauty its 
destruction ; especially as, being the natural dominion 
of the villa, it afFords great opportunity for tlie architect 
to exhibit variety of design. 

Its spirit has been proved to be Greek ; and therefore, 

though that spirit is slightly manifested in Britain, and 

though every good architect is shy of importation, villas 
8* 
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on Greek and Roman modela are admissible hère. Still, 
as in ail bine conntry there is much activîty of life, the 
principle of utility should be kept in view, and the build- 
ing should hâve as much simplicity as can be united with 
perfect gracefulness of line. It appears from the princi- 
ples of composition alluded to in speakîng of the Italîan 
villa, that in undulating country the forms should be 
square and massy ; and, where the segments of curves are 
sraall, the buildings should be low and flar, while they may 
be prevented from appearing cumbrous by some well-man 
aged irregularity of design, which will be agreeable to the 
inhabitant as well as to the spectator; enabling him to 
change the aspect and size of his chamber, as température 
or employment may render such change désirable, without 
being foiled in his design, by finding the apartments of 
one wing matched foot to foot, by those of the other. For 
the colour, it has been shown that white or pale tints are 
agreeable in ail blue country : but there must be warmth 
in it, and a greal deal too, grey being comf ortless and use- 
less with a cold distance ; but it must not be raw nor glar- 
ing.* The roof and chimneys should be kept out of sight 

* The epithet ** raw," by the by, is vague, and needs définition. Every 
tint is raw which is perf ectly opaque, and has not ail the three primitive 
colours in its composition. Thus, black is always raw, because it has no 
colour ; white never, because it has ail colours. No tint can be raw 
which is not opaque : and opacity may be taken away, either by actual 
depth and transparency, as in the sky ; by lustre and texture, as in the 
case of silk and vclvet, or by variety of shade, as in forest verdure. 
Two instances wiU be sufficient to prove the truth of this. Brick, 
When first fired, is always raw ; but, when it has been a Uttle weathered. 
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as much as possible ; and, thérefore, the one very flat, and 
tlie other very plain. We ought to revive the Greek custom 
of roofing with thin slabs of coai*se marble, eut into the 
form of tiles. Ilowever, where the arehitect finds he has 
a very cool distance, and few ti-ees about the building, and 
where it stands so high as to preclude the possibility of its 
being looked dovm upon, he will, if he be courageous, use 
a very flat roof of the dark Italîan tile. The eaves, which 
are ail that should be seen, will be pcculiarly gracef ul ; 
and the sharp eontrast of colour (for this tiling can only be 
admitted with white walls) may be altogether avoided, by 
letting them cast a strong shadow, and . by running the 
walls up into a range of low garret Windows, to break the 
horizontal line of the roof. He will tJhus obtain a bit o£ 
very strong colour, which will impart a gênerai glow of 
cheerfulness to the building, and which, if he manages it 
rightly, will not be glaring or intrusive. It is to be ob- 
served, however, that he can only do this with villas of the 
most humble order, and that he will seldom find his ém- 



it acquires a slight bine tint, assîsted by tbe grey of the mortar ; incipi- 
ent végétation affords it the yellow. It thus obtains an admixture of 
the three oolours, and is raw no longer. An old woman's red cloak, 
thoagh glaring, is never raw ; for it must, of necessity, hâve folded 
shades ; those shades are of a rich gray : no grey can exist with ont yel- 
low and blue. Wc thns hâve three oolours, and no rawness. It must 
be observed, however, that, when any one of the oolours is given in so 
slight a degree, that it can be overpowered by certain effects of light, 
the united colour, when opaque, will be raw. Thus, many flesh-colonrs 
are raw ; because, though they must hâve a little blue in their compo- 
sition, it is too llttlc to be efliciently visible in a strong light. 
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ployer possessed of so much common sensé as to put tip 
with a tile roof. When tbis is the case, the flat slabs of 
the upper liraestone (ragstone) are usually better than slate. 
For the rest, it is always to be kept in view, that the 
prevailing character of the whole is to be that of gracef ul 
sîmplicity ; distinguished f rom the sîmplicity of the Italian 
édifice, by being that of ntility instead of that of pride.* 
Consequently, the building must not be Gothic or Eliza- 
bethan; it may be as comraonplace as the proprietor likes, 
provided its proportions be good ; but nothing can ever 
excuse one acute angle, or one decorated pinnacle, both 
being direct interruptions of the repose with which the 
eye is indulged by the undulations of the surrounding 
scenery. Tower and fortress outlines are, indeed, agree- 
able, from their fine groupîng and roundness ; but we do 
not allude to them, because nothing can be more absurd 
than the humor prevailing at the présent day araong many 
of our peaceable old gentlemen, who never smelt powder 
in their lives, to eat their morning mufiin in a savage-look- 
ing round tower, and admit quiet old ladies to a tea-party 
under the range of twenty-six cannon, which, it is lucky 
for the china, are ail wooden ones, as they are, in ail pro- 
bability, accurately and awf uUy pointed into the drawîng- 
room Windows. 

* There must always be a difficulty in building in pictaresqne blue 
coantry in England ; for the English character is opposed to that of the 
oountry ; it is neither graceful, nor mysterious, nor voluptuons ; there- 
fore, what we cède to the country, we take from the nationality, and 
vk^ versa. 
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So much, then, for our Britîsh blue country, to whîch ît 
was necessary to dévote some time, as occiipying a con- 
sidérable portion of the island, and being peculiarly well 
adapted for villa résidences. The woody, or green 
country, which is next in order, was spoken of bef ore, and 
vsras shown to be especially our ovrn. The Elizabethan 
was pointed out as the style peculiarly belonging to ît ; 
and farther criticism of that style was deferred until we 
came to the considération of domestic buildings provided 
with the means of defence. We hâve, therefore, at 
présent only to offer a few remarks on the prînciples to 
be observed in the érection of Elizabethan villas at the 
présent day. 

First. The building must be either quite chaste, or 
excessively rich in décoration. Every iiich of omament 
short of a certain quantity will render the whole efPect 
poor and ridiculous; while the pure perpendicular lines 
of this architecture will always look well if left entirely 
alone. The architect, therefore, when limited as to ex- 
pense, should content himself with makîng his oriels 
project boldly, channelling their mullions richly, and, in 
gênerai, rendering his vertical lines délicate and beautif ul 
in their workmanship ; but, if his estimate be unlimited, 
he should lay on his ornament richly, taking care never 
to confuse the eye. Those parts to which, of necessity, 
observation is especially directed, must be finished so as to 
bear a close scrutiny, that the eye may rest on them with 
satisfaction : but their finish must not be of a character 
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which woiild hâve attracted the eye by itself, without 
being placed in a coiispicuous situation ; for, if it were» 
the united attraction of form and détail would confine 
the contemplation altogether to the paits so distinguished, 
and render it impossible for the mind to receive any 
impression of gênerai effect. Consequently, the parts 
tha't project, and are to bear a strong light, raust be chiseled 
with infinité delicacy; so that the omament, though it 
would hâve remained unobserved, had the eye not been 
guided to it, wlien observed, may be of distinguished beau- 
ty and power ; but those parts which are to be fiât, and in 
shade, should be marked with great sharpness and boldness, 
that the impression may be equalised. Wlien, for instance, 
we hâve to do with oriels, to which attention is immedi- 
ately attracted by their projection, we may run wreaths 
of the finest flowered-work up the mullions, charge the 
terminations with shields, and quarter them richly ; but 
we must join the window to the wall, where its shadow 
f ails, by means of more deep and decîded décoration. 

Secondly. In the choice and design of his omaments, 
the architect should endeavor to be grotesque rather 
than gracef ul (though little bits of soft flower-work hère 
and there will relieve the eye) ; but he must not imagine 
he (^an be grotesque by carving faces with holes for 
eyes and knobs for noses ; on the contrary, wherever he 
mimics grotesque life, there should be wit and humour in 
every feature, fun and frolic in every attitude ; every dis- 
tortiou should be auatomical, and every monster a studied 
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combinatîon. This is a question, howe ver, relating more 
nearly to Gotliîc architecture, and, therefore, we shall not 
enter into it at présent. 

Thirdly. The gables must, on no account, be jagged 
into a succession of right angles, as if people were to be 
perpetually engaged in trotting up one side and down the 
other. This custom, though sanctioned by authority, has 
very little apology to ofPer for itself, based on any principle 
of composition. In street eflFect, indeed, it is occasîonally 
nseful ; and, where the vert i cals below are unbroken bv 
omament, may be used even in the detached Elizabethan, 
but not when décoration has been permitted below. They 
should then be carried up in curved lines, alternatîng 
with two angles, or three at the most, without pinnacles 
or hîp-knobs. A hollow parapet is far better than a 
battlement, in the intermediate spaces ; the latter, indeed, 
is never allowable, except when the building has some 
appearance of being intended for defence, and, therefore, 
is generally barbarous in the villa, while the parapet 
admits of great variety of effect. 

Lastly. Though the grotesque of Elizabethan archi- 
tecture is adapted for wood country, the grotesque of the 
clipped garden, which frequently accompanies it, is not. 
The custom of clipping trees into fantastic forms is 
àlways to be reprehended : first, because it nevei* can 
produce the true grotesque, for the material is not passive, 
and, therefore, a perpétuai sensé of restreint is induced, 
while the great principle of the grotesque is action ; again, 
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because we hâve a distinct perception of two natnres, 
the one neutralisîng the other ; for the vegetable organisa- 
tion is too palpable to let the animal form suggest its true 
idea ; again, because the great beauty of ail foliage is tlïë 
energy of life and action, of which it loses the appear- 
ance by formai clipping ; and again, because the hands of 
the gardener will never produce anything really spîrited 
ôr graceful. Much, however, need not be said on this 
subject ; for the taste of the public does not now prompt 
them to such fettering of faîr freedom, and we should be 
as sorry to see the characteristic vestiges of it, which still 
remain in a few gardens, lost altogether, as to see the 
thing again becoming common. 

The garden of the Elizabethan villa, then, should be 
laid out with a few simple terraces near the house, so as 
to unité it well with the ground ; Unes of balustrade 
along the edges, guided away into the foliage of the 
taller trees of the garden, with the shadows falling at 
intervais. The balusters should be square rather than 
round, with the angles outwards ; and, if the balustrade 
looks nnfinished at the corners, it may be suimounted by 
a grotesque bit of sculpture, of any kind ; but it must be 
very strong and deep in its carved Unes, and must not be 
large ; and ail graceful statues are to be avoided, for the 
reasons mentioned in speakingof theltalîan villa: neither 
is the terraced part of the garden to extend to any dis- 
tance from the house, nor to hâve deep flights of steps, 
for they are sure to get raossy and slippeiy, if not super- 



THB POETEY OF ARCHITEOTUEB. 185 

intended with troublesome care; and the rest of the 
garden shoiild hâve more trees than flowers in it. A 
flower-garden is an iigly thing, even when beat managed : 
it is an assembly of nnfortuuate beîngs, pampered and 
bloated above their natural sîze, stewed and lieated into 
diseased growth; eorrupted by evil communication into 
speckled and inharmonious colours; tom from the soil 
which they loved, and of which they were the spirit and 
the glory, to glare away their term of tormented life 
among the mixed and incongruous essences of each other, 
in earth that they know not, and in air that is poison to 
them. 

The florist raay deh'ght in this: the tnie lover of flowers 
never will. He who has taken lessons from nature, who 
has observed the real purpose and opération of flowers ; 
how they flush forth from the brîghtness of the earth's 
being, as the melody rises up from among the moved 
strings of the instrument ; how the wildness of their pale 
colours passes over her, like the évidence of a varions 
émotion ; how the quick fire of their life and their 
delight glows along the green banks, where the dew 
falls the thickest, and the low mists of incense pass 
slowly through the twilîght of - the leaves, and tlie inter- 
twined roots make the earth tremble with strange joy at 
the feeling of their motion ; he who has watched this will 
never take away the beauty of their being to mix into 
meretricious glare, or to feed into an existence of disease. 
And the flower-garden is as ugly in effect as it is un- 
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iiatiiral iii feeling: it never wîll harmonise wîth anythîng, 
and, if people will hâve it, should be kept ont of sîght 
nntil tliey get into it. But, in laying ont the garden 
which i» to assist the effect of the building, we must 
observe, and exclusively use, the natural combinatîon of 
fiowers.* Now, as far as we are aware, bluish purple îs 
the only flower colour whieh nature ever uses in masses of 
distant effect ; tliis, liowever, she does in the case of most 
hcathers, with the Rhod(xléndiX)n ferrugineura, and, less 
extciisively, witli tlie colder colour of the wood hyacinth. 

I — — ^-^ 

* Every one who is about to lay ont a lîmîted extent of garden, in 
which he winhes to introduce many flowers, should read and attentively 
0tudy, lirBt Shelley, and next ShakBpeare. Tbe latter, indeed, indnces 
tho moHt beantiful connexions between thought and flower that can be 
fouiid in the whole range of European literature ; but he very often 
nsoH the Byrabolical effect of the flower, which it can only bave on the 
educatcd mind, instead of the natural and true effect of the flower, 
which it must bave, more or less, upon every mind. Thus, when 
Ophelia, presenting her wild flowers, says: **There*8 rosemary, that's 
for remembrance ; pray you love, remember : and there is pansies, 
thut^H fur thoughts : " the infinité beauty of the passage dépends upon 
the arbitrary meaning attached to the flowers. But, when Shelley 
Bpeaks of 

" The lily of the vale, 

Whom youth makes so fair, and passion so pale, 
That the light of her tremulous bells is seen 
Through their pavillon of tender green," 

ho is etherealifling an impression which the mind naturally receives 
f rom the flower. Consequently, as it is only by their natural influence 
that l'owers can address the mind through the eye, we must read 
Rhelley, to leam how to use flowers, and Shakspeare, to leam to love 
them. In both writers we find the wiJd flower possessing soûl as well 
as life, and mingling its inlluence most intimately, like an untaught 
molody, with the deepest and most secret streams of human émotion. 
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Accordingly, the large rhododendron may be used to 
almost any extent, iu masses ; the pale varieties of the 
rose more sparingly ; and, on the turf, the wild violet and 
pansy should be sown by chance, so that they may grow 
in undulations of colour, and should be relieved by a few 
primroses. AU dahlias, tulips, ranunculi, and, in gênerai, 
what are called florist's flowers, should be avoided like 
garlic. 

Perhaps we should apologise for introducing this in the 
Architectural Magazine / but it is not ont of place : the 
garden is almost a necessary adjunct of the Elizabethan 
villa, and ail garden architecture is utterly useless unless 
ît be assisted by the botanical efiPect. 

Thèse, then, are a few of the more important principles 
of architecture, which are to be kept in view in the blue 
and in the green country. The wild, or grey, country is 
never selected, in Britain, as the site of a villa ; and, 
therefore, it only remains for us to offer a few remarks on 
a subject as difficult as it is interesting and important, the 
architecture of the villa in British hill, or brown, country. 



V. The British Villa. Hilly or Brown^ Country, — 

Prindjples of Comjposition. 

** Vivite contenti casuUs et coUibus istis.'* Juvenal. 

In the Boulevard des Italiens, just at the turning into 
the Hue la Paix (in Paris), there stand a few dusky and 
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wîthered trees, beside a kind of dry dîtch, paved at the 
bottom, înto whîch a carnage can with some difficulty 
descend, and whîch affords access (not în an nnnsual man- 
ner) to the ground floor of a large and dreary-lookîng 
hoiise, whose passages are dark and confined, whose rooms 
are lîmîted ni size, and whose Windows command an in- 
terestîng view of the dusty trees before mentîoned. This 
is the town résidence of one of the Italian noblemen, 
whose country house has already been figured as a beauti- 
fui exainple of the villas of the Lago di Como. Thai 
villa, however, thongh in one of the loveliest situations 
that hill, and wave, and heaven ever combined to adom, 
and though itself one of the most delicious habitations 
that luxury ever projected, or wealth procured, is very 
rarely honoured by the présence of its master ; while at- 
tractions of a very différent nature retain hîm, winter 
after winter, in the dark chambers of the Boulevard des 
Italiens. This appears singular to the casual traveller, 
who darts down from the dust and heat of the French 
capital to the light and glory of the Italian lakes, and 
finds the tall marble chambere and orange groves, în whîch 
he thinks, were he possessed of them, he could luxuriate , 
for ever, lef t desolate and neglected by their real owner : 
but, were he to try such a résidence for a single twelve- 
month, we believe his wonder would hâve greatly dimin- 
ished at the end of the time. For the mind of the noble- 
man in question does not differ from that of the average 
of men ; inasmuch as it is a well-known f act, that a séries 
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of sublime irapressions, continued indefinitely, gradually 
pull upon the imagination, deaden its fineness of feeling, 
and, in the end, induce a gloomy and morbid state of 
mind, a reaction of a peculiarly melancholy character, 
because conséquent, not upon the absence of that which 
once caused exciteraent, but upon the failure of its power. 
This is not the case with ail men ; but wîth those over 
whom the sublimity of an unchanging scène can retain its 
power for ever, we hâve nothing to do ; for they know 
better than any architect can, how to choose their scène, 
and how to add to its effect : we hâve only to impress 
upon them the proprîety of tliinking bef ore they build, and 
of keeping their humours under the control of their judg- 
ment. It is not of them, but of the man of average in- 
tellect, that we are thinking throughout ail thèse papers ; 
and upon him it caunot be too strongly impressed that 
there are very few points in a hill country at ail adapted 
for a permanent résidence. There is a kind of instinct, 
indeed, by which men become aware of this, and shrink 
from the stemer features of hill scenery into the parts 
possessing a human interest ; and thus we find the nortli 
BÎde of the Lake Léman, from Vevay to Geneva, which is 
about as monotonous a bit of vine country as any in Eu- 
rope, studded with villas ; while the south side, which is 
as exquisite a pièce of scenery as is to be found in ail 
Switzerlaiid, possesses, we think, two. The instinct, in this 
case is true ; but we frequently find it in error. Thus, 
the Lake of Como is the resort of half Italy, while the 



190 TIIE POETEY OF AECHITECTURE. 

Lago Maggiore possesses scarcely one villa of importance, 
besides those on the Borroinean Islands. Yet the Lago 
Maggiore is far better adapted for producing and austain- 
ing a pleasurable impression, than that of Como. The 
first thing, tlien, which the arehitect has to do in hill 
country is, to bring his employer down from heroics to 
common sensé; to teach him that, although it might be 
very well for a man like Pliny, whose whole spirit and 
life was wrapt up in that of nature, to set himself down 
under the splash of a cascade 400 f t. high, such escapades 
are not becoining in English gentlemen ; and that it is 
necessary, for his own satisfaction, as well as that of 
others, that he should keep in the most quiet and least 
pretending corners of the landscape which he bas chosen. 
Having got his employer well under control, he has two 
points to consider. First, where lie will spoil least ; and, 
secondly, where he will gain most. Now, we may spoil a 
landscape it two ways ; either by dettroying an associa- 
tion connected with it, or a beauty inhérent in it. With 
the first barbarism we hâve nothing todo; for it is one 
which would not be perinitted on a large scale ; and, even 
if it were, could not be perpetrated by any man of the 
slightest éducation. Ko one, having any pretensions to 
be called a human being, would build himself a house on 
the meadow of the Rutlin, or by the farm of La Haye Sainte, 
or on the lonely isle on Loch Katrine. Of the injustice 
of the second barbarism we hâve spoken already ; and it is 
the object of this paper to show how it may be avoided, a£i 
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well as to develope the principles by whîch we may be 
guided ÎD the second question ; that of ascertainiug how 
much permanent pleasure will be received from the con- 
templation of a given scène. 

It is very fortunate that the resuit of thèse several in- 
vestigations will generally be found the same. The rés- 
idence which, in the end, is found altogether delightf ul, 
will be found to hâve been placed where it has committed 
no injury ; and, therefore, the best way of consulting our 
own convenience in the end is, to consult the feelings of 
the spectator in the beginning.* Now, the first grand 
rule for the choice of situation is, never to build a villa 
where the ground is not richly productive. It is not 
.enough that it should be capable of producing a crop of 
scanty oats or turnips in a fine season ; it must be rich 
and luxuriant, and glowing with végétative power f of one 

* For infitance, one proprietor terrifies the landscape aU round him, 
within a range of three miles, by the conspicuous position of his habita- 
tion ; and is punished by finding that, from whatever quatter the wind 
may blow, it sends in some of his plate-glass. Another spoils a pretty 
bit of crag, by building below it, and has two or three tons of stone 
dropped through his roof, the first f rosty night. Another occupies the 
turfy slope of some soft lake promontory, and has his cook washed away 
by the first flood. . We do not remember ever having seen a dwelling- 
house destroying the effect of a landscape, of which, considered merely 
as a habitation, we should wish to be the possessor. 

f We are not thinking of the effect upon the human frame of the air 
which is favourable to végétation. CbemicaUy considered, the bracing 
breeze of the more stérile soil is the most conducive to health, 
and is practically so, when the frame is not perpetually exposed to it ; 
but the keenness which checks the gi-owth of the plant is, in ail proba- 
bility, trying, to say the least, to the constitution of a résident. 
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kind or another. For the very chîefest * part of the 
cliaracter of the édifice of pleasiire is, and must be, its 
perfect ease, its appearance of felicitous repose. This it 
can ne ver hâve where the nature and expression of the 
land near it remînds us of the necessity of labour, and 
where the earth is niggardly of ail that constitutes its 
beauty and our pleasure ; this it can only hâve, where the 
présence of man seeras the natural conséquence of an am- 
ple provision for his enjoyraent, not the continuons strug- 
gle of suffering existence with a rude heaven and rugged 
soil. There is nobility in such a struggle, but not when 
it is maintained by the inhabitant of the villa, in whom it is 
unnatural, and therefore injurions in its effect. The nar- 
row cottage on the desolate moor, or the stalwart hospice 
on the crest of the Alps, each leaves an ennobling impres- 
sion of energy and endurance ; but the possessor of the 
villa, should call, not upon our admiration, but upon our 
sympathy ; and his f unctîon is to deepen the impression of 
the beauty and the f ulness of création, not to exhîbit the 
majesty of man ; to show, in the intercourse of earth and 
her children, Tiot how her severity may be mocked by theîr 
horoism, but how her bounty may be honoured in theîr 
enjoyment. 

This position, beîng once granted, will save us a great 
deal of trouble ; for it will put ont of our way, as totally 
unfit for villa résidence, nine-tenths of ail mountain 



*We hope the English langaage may long retom this oorrapt bnt 
energetic superlative. 
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3cenery ; beginning with such bleak and stony bits of hill- 
sîde as tliat whîch was metamorphosed into sometliing like 
a forest by the autlior of Waverley ; laying an equal veto 
on ail the severe landscapes of siieh districts of rainor 
mountain as the Scotch Highlands and North Wales; 
and finishing by setting aside ail the higher sublimity of 
Alp and Apennîne. What, then, has it lef t us ? The gentle 
slope of the lake shore, and the spreading parts of the 
quiet valley, in almost ail scenery ; and the shores of the 
Cumberland lakes in our own, distinguished as they are by 
a richness of soil, which though generally nianifested only 
in an exquisite sof tness of pasture, and roundness of undu- 
lation, is sufficiently évident to place them out of the 
Bweeping range of this veto. 

iSTow, as we only hâve to do with Britain, at présent, we 
Bhall direct particular attention to the Cumberland lakes, 
as they are the only mountain district which, taken gener- 
ally, is adapted for the villa résidence, and as every pièce 
«of scenery which in other districts is so adapted, resembles 
them in character and tone. 

We noticed, in speaking of the Westmoreland cottage, 
the feeling of humility with which we are impressed dur- 
ing a mountain ramble. Now, it is nearly impossible for 
a villa of large size, however placed, not to disturb and in- 
terrupt this necessary and beautif ul impression, parti cularly 
where the scenery is on a very small scale. This disad- 
vantage may be obviated in some degree, as we shall 
Bee, by simplicity of architecture ; but another, dépendent, 
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on a question of proportion, is inévitable. Wlien an 
object, in which magnitude is a désirable attribute, leaves 
an impression, on a practised eye, of less magnitude than 
it really possesses, we should place objects beside it, of 
whose magnitude we can satisfy ourselves, of larger size 
than that which we are accustomed to; for, by finding 
thèse large objects in precisely the proportion to the grand 
object, to which we are accustomed, while we know their 
actual size to be one to which we are not accustomed, we 
become aware of the true magnitude of the principal 
feature. But, where the object leaves a true impression 
of its size on the practised eje, we shall do harm by ren- 
dering minor objects either larger or smaller than they 
usually are. Where the object leaves an impression of 
greater magnitude than it really possesses, we must render 
the minor objects smaller tlian they usually are, to prevent 
our being undeceived. Now, a mountain of 15,000 ft. 
high always looks lower, than it really is ; theref ore, the 
larger the buildings near it are rendered, the better. 
Thus, in speaking of the Swiss cottage, it was observed 
that a building of the size of St. Peter's in its place, 
would exhibit the size of the mountains more truly and 
strikingly. A mountain 7,000 f t. high strikes its impres- 
sion witli great truth, we are deceived on neither side; 
theref ore, the building near it should be of the average 
size ; and thus the villas of the Lago di Como, being 
among hills from 6,000 to 8,000 ft. high, are well propor- 
tioned, being neither colossal nor diminutive : but a 
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raountaîn 3,000 ft. high always looks liigher than ît really 
îs*; therefore, the buildings near it should be smaller 
than the average. And thîs is what is meant by the pro- 
portion of objects*; namely, rendering them of such rela- 
tive size as ehall produce the greatest possible impression 
of those attributes which are most désirable in both. It 
is not the true, but the désirable impression which is to be 
conveyed ; and it must not be in one, but in both : the 

* This position as well as the two preceding, is important, and in 
need of confirmation. It has often been observed, that, when the eye is 
altogether unpractised in estimating élévation, it believes every point to 
be lower than it really is ; bat this does not militate against the propo- 
sition, for it is also well known, that the highet the point, the greater 
the déception. But when the eye is thoronghly practised in mountain 
measurement, although the judgment, arguing from technical know- 
ledge, gives a true resuit, the impression on the feelings is always at 
variance with it, except in hills of the middle height. We are perpetu- 
ally astonished, in our own country, by the sublime impression left by 
such hills as Skiddaw, or Cader Idris, or Ben Venue ; perpetually vexed, 
in Switzerland, by finding that, setting aside circumstances of form and 
color, the abstract impression of élévation is (except in some moments 
of peculiar efifect worth a king's ransom) inferior to the truth. We were 
standing the other day on the slope of the Brevent, above the Prieure 
of Chamouni, with a companion, well practised in climbing Highland 
hills, but a stranger among the Alps. Pointing out a rock above the 
Glacier des Bossons, we requested an opinion of its height. ** I should 
think," waa the reply, " I could climb it in two steps ; but I am too well 
used to hills to be taken in that way ; it is at least 40 f t. " The real 
height was 470 f t. This déception is attributable to several causes (in- 
dependently of the cleamess of the médium through which the object is 
seen), which it would be out of place to discuss hère, but the chief of 
which is the natural tendency of the feelings always to believe objects 
ftubtending the same angle to be of the same height. We say the 
feelings, not the eye ; for the practised eye never betrays its possessor, 
though the due and corresponding mental impression is not received. 
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building miist not be overwhelmed by the mass of the 
inountain, nor the précipice inocked by the élévation ol 
the cottage. (Proportion of color is a question of qui te a 
différent nature, dépendent merely on admixture and 
combination.) For thèse reasons, buildings of a very 
large size are decidedly destructive of effect among the 
English lakes : first, because apparent altitudes are much 
diminished by them; and, secondly, because, whatever 
position they may be placed in, instead of combining with 
scenery, they occupy and overwhelm it : for ail scenery is 
divided into pièces, each of which has a near bit of 
beauty, a promontory of lichened crag, or a smooth swarded 
knoU, or something of the kind to begiu with, Where- 
ever the large villa cornes, it takes up one of thèse begin- 
nings of landscape altogether ; and the parts of crag or 
wood, which ought to combine with it, become subservient 
to it, and lost in its gênerai effect ; that is, ordinarily, in a 
gênerai effect of ugliness. This should never be the case : 
however intrinsically beautiful the édifice may be, it 
should assist, but not supersede ; join, but not éclipse ; ap- 
pear, but not intrude. The gênerai rule by which we are 
to détermine the size is, to sélect the largest mass which 
will not overwhelm any object of fine form, within two 
hundred yards of it ; and, if it does not do this, we may 
be quite sure it is not too large for the distant features : 
for it is one of Nature's most beautiful adaptations, that 
slie is never out of proportion with hei-self ; that is,.the 
minor détails of scenery of tlie first class bear exactly the 
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proportion to the same specîes of détail in scenery of the 
second class, that the large features of the first bear to 
the large features of the second. Every mineralogist 
knows that the quartz of the St. Gothard is as much 
larger in its crystal than the quartz of Snowdon, as the 
peak of the one mountaîn overtops the peak of the other ; 
and that the crystals of the Andes are larger than either.* 
Every artist knows that the boulders of an Alpine fore- 
ground, and the leaps of an Alpine stream, are as much 
larger than the boulders, and as much bolder than the 
leaps, of a Cumberland foreground and torrent, as the 
Jungfrau is hîgher than Skiddaw. Therefore, if we take 
eare of the near effect in any country, we need never be 
afraid of the distant. For thèse reasoiis, the cottage villa, 
rather than the mansîon, is to be preferred among our 
hills : it has been preferred in many instances, and in too 
many, with an unfortunate resuit ; for the cottage villa ia 
precisely that which affords the greatest scope for practical 
absurdity. Symmetry, proportion, and some degree of 
simplicity are usually kept in view in the large building ; 
but, in the smaller, the architect considers himself licensed 
to try ail sorts of experiments, and jumbles together 
pièces of imitation, taken at random from his note-book, 



* This is rather a bold assertion ; and we should be sorry to maintain 
the fact as universal ; but the crystals of almost aU the rarer minerais 
are larger in the larger mountain ; and that altogether independently of 
the period of élévation, which, in the case of Mont Blanc, is later thau 
that of onr own Mendips. 
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as carelessiy as a bad chemîst niixing éléments, from 
which he may by accident obtain something new, though 
the chances are ten to one that lie obtains something use- 
less. The chemist, however, is more innocent than the 
architect ; for the one throws his trash ont of the window, 
if the compound fail ; while the other always thinks his 

m 

conçoit too good to be lost. The great one canse of ail 
the errors in this branch of architecture is, the principle 
of imitation, at once the most banef ul and the most unin- 
tellectiial, yet perhaps the most natural, that the human 
mind can encourage or act upon.*^ Let it once be thor- 

* In p. 158, we noticed the kind of error most common in amateur 
designs, and we traced that error to its great first cause, the assumption 
of the humor, instead of the true character, for a guide ; but we did 
not sufficiently specify the mode in which that first cause operated, by 
prompting to imitation. By imitation, we do not mean accurate copy- 
ing, neither do we mean working under the influence of the feelings by 
which we may suppose the originators of a given model to hâve been 
actuated ; but we mean the intermediate step of endeavoring to com- 
bine old materials in a novel manner. True copying may be disdained 
by architects, but it should not be disdained by nations ; for, when the 
feelings of the time in which certain styles had their origin hâve passed 
away, any examples of the same style will inyariably be failures, tinless 
they be copies. It is utter absurdity to talk of building Greek édifices 
now ; no man ever will,. or ever can, who does not believe in the Greek 
mythology ; and, precisely by so much as he diverges from the techni- 
cality of strict copyism, he will err. But we ought to hâve pièces 
of Greek architecture, as we hâve reprints of the most valuable records, 
and it is better to build a new Parthenon than to set up the old one. 
Let the dust and the désolation of the Acropolis be nndisturbed for 
ever ; let them be left to be the school of our moral feelings, not of our 
mechanical perceptions : the line and rule of the prying carpenter 
Bhould not corne into the quiet and holy places of the earth. Else- 
whore, we may build marble moduls for the éducation of the national 
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oughly rooted ont, and the cottage villa wîU become 
a beautif ul and interesting élément of oiir landscape. 

So much for size. The question of position need not 
detain us long, as the principles advanced at page 88, 
are true generally, with one exception. Beautiful and 
calin the situation must always be, but, in England, not 
conspicuous. In Italy, the dwelling of the descendants of 
those whose former life lias bestowed on every scène the 
greater part of the majesty which it possesses, ought to 
hâve a dîgnity inhérent in it, which would be shamed by 
fihrinking back from the sight of men, and majesty enough 
to prevent such non-reti rement from becoming intrusive ; 
but the spirit of the English landscape is simple, and 
pastoral and mild, devoid, also, of high associations (for, 
in the Highlands and Wales, almost every spot which has 



mînd and eye ; but it is useless to think of adopting the architecture of 
the Greek to the purposes of the Frank : it never has been done, and 
never wiU be. We delight, indeed, in observing the rise of such a build- 
ing as La Madeleine : beautiful, because accurately copied ; useful, as 
teaching the eye of every passer-by. But we must not think of its pur- 
pose : it is whoUy unadapted for Christian worship ; and, were it as bad 
Greek as our National Gallery, it would be equally unfit. The mistake 
of our architects in gênerai is, that they fancy they are speaking good 
English by speaking bad Greek. We wish, therefore, that copying were 
more in vog^e than it is. But imitation, the endeavor to be Gothic, or 
Tyrolese, or Venetian, without the slightest grain of Gothic or Venetian 
feeling ; the futile effort to splash a building into âge, or daub it into 
dignity, to zigzag it into sanctity, or slit it into ferocity, when its sheU 
is neither ancient nor dignified, and its spirit neither priestly nor baro- 
nial ; this is the degrading vice of the âge ; fostered, as if man's reason 
were but a step between the brains of a kitten and a monkey, in the 
mixed love of despicable excitement and misérable mimicry. If the 
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tlie pride of memory îs iinfit for villa résidence) ; and, 
therefore, ail conspicuous appearance of its more wealthy 
inhabitants becomes ostentation, not dignity ; impudence, 
not condescension. Their dwellings ought to be just évi- 
dent, and no more, as forming part of the gentle anima- 
tion, and présent prosperity, which is tlie beauty of culti- 
vated ground. And this partial concealment may be 
effected witliout any sacrifice of tlie prospect which the 
propnetor will insist upon commanding from his Windows, 
and with great accession to his permanent enjoyment. 
For, first, the only prospect which is really désirable oj* 
delightful, is that from the window of the breakfast-room, 
This is ratlier a bold position, but it will appear évident 



English hâve no imagination, they should not scom to be commonplace ; 
or, rather, they shou]d reraember that poverty cannot be disg^ised by 
beggarly borrowing, though it may be ennobled by calm independence. 
Our national architecture never will improve until our population are 
generally convinced that in this art, as in aU others, they cannot seem 
what they cannot be. The scarlet coat or the tumed-down coUar, 
which the obsequious portrait-pain ter puts on the shoulders and oflf the 
necks of his savage or insane customers, never can make the 'prentice look 
military, or the idiot poetical ; and the architectural appurtenances of 
Norman embrasure or Veronaic balcony must be equally ineffective, until 
they can tum shopkeepers into barons, and schoolgirls into Juliets. 
Let the national mind be elevated in its character, and it will naturally 
become pure in its conceptions ; let it be simple in its desires, and it 
will be beautif ul in its ideas ; let it be modest in feeling, and it wiU not 
be insolent in stone. For architect and for employer, there can be but 
one rule ; to be natural in ail that they do, and to look for the beauty 
of the material création as they would for that of the human form, not 
in the chancef ul and changing disposition of artificial décoration, but in 
the manifestation of the pure and animating spirit which keeps it from 
the coldness of the grave. 
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on a lîttle considération. It is pleasant enoiigh to hâve a 
pretty little bit visible from tlie bed-rooms ; but, after ail, 
it only makes gentlemen eut theinselves in shaving, and 
ladies never tliink of anything beneath the sun when they 
are dressing. Then, in the dining-room Windows are ab- 
solutely useless, because dinner is always uncomfortable 
by daylight, and the weight of furniture effect which 
adapts the room for the gastronomie rites, rendors it dé- 
testable as a sitting-room. In the library, people should 
hâve something else to do, than looking out of the win 
dows; in the drawing-room, the uncomfortable stillness. 
of the quarter of an hour before dinner may, indeed, be 
alleviated by having something to converse about at the 
Windows : but it is very shamef ul to spoil a prospect of 
any kind, by looking at it when we are not ourselves in a 
state of corporal comfort and mental good humour, which 
nobody can be after the labour of the day, and before he 
has been fed. But the breakfast-room, where we meet 
the first light of the dewy day, the jBrst breath of the 
morning air, the first glance of gentle eyes ; to which we 
descend in tlie very spring and elasticity of mental rénova- 
tion and bodily energy, in the gathering up of our spirit 
for the new day, in the flush of our awakening from the 
darkness and the mystery of faint and inactive dreaming, 
in the résurrection from our daily grave, in the first tre- 
mulous sensation of the beauty of our being, in the most 
glorious perception of the lightning of our life ; there, in- 
deed, our expatiation of spirit, when it meets the puise of 
9^ 
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outward sound and joy, the voice of bîrd and breeze and 
billoWj doea demand some power of liberty, some space 
for ite going forth into the morning, some freedom of în- 
tercourse wîth the lovely and limîtless eriergy of creatnre 
and création. The breakfast-room must hâve a prospect, 
and an extensive one ; the hot roU and hyson are indis- 
cussaljle, except under siich sweet circumstances. But he 
muftt be an awkward architect, who cannot aflford an open- 
iiig to one window without throwing the whole mass of 
the building open to public view ; particularly as, in the 
second place, the essence of a good window view, is the 
brcaking out of the distant features in little well-cdm- 
posed morceaux, not the gênerai glare of a mass of one 
tr^ne. Ilave we a line of lake? the silver water must 
glancc out hère and there among the trunks of near trees, 
just enough to show where it flows ; then break into an 
open swell of water, just where it is widest, or where the 
sliore is prettiest. Hâve we mountaîns ? theîr peaks must 
appear over foliage, or through it, the highest and boldest 
catcîhîng the eye conspicuously, yet not seen from base to 
summit, as if we wanted to measure them. Such a pro- 
spect as this is always compatible with as much conceal- 
ment as we choose. In ail thèse pièces of management, 
the architectes chîef enemy is the vanity of his employer, 
who will always want to see more than he ought to see, 
and than he will hâve pleasure in seeing, without reflect- 
ing how the spectators pay for his peeping. 

So much, then, for position. We hâve now only to . 
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settle the questions of f orm and colour, and we shall then 
hâve closed the most tiresome investigation, which we 
shall be called upon to enter into ; inasrauch as the prin- 
ciples which we may arrive at in considering the architec- 
ture of defence, though we hope they may be useful in 
the abstract, will demand no application to native land- 
scapCj in which, happily, no defence is now required ; and 
those relating to sacred édifices will, we also hope, be 
susceptible of more interest than can possibly be excited 
by the most degraded branch of the whole art of archi- 
tecture, one hardly worthy of beiiig included under the 
name ; that, naraely, with which we hâve lately been oc- 
cupied, whose ostensible object is the mère provision of 
shelter and comfort for the despicable shell within whose 
darkness and corruption that purity of perception to 
which ail high art is addressed is, during its immaturity, 
confined. 

There are two modes in which any mental or material 
effect may be increased ; by contrast, or by assimilation. 
Supposing that we hâve a certain number of features, or 
existences, under a given influence ; then, by subjecting 
another feature to the same influence, we increase the 
universality, and therefore the effect, of that influence ; 
but, by introducing another feature, not under the same 
influence, we render the subjection ;.of the other features 
more palpable, and therefore riibre effective. For exam- 
plc, let the influence be one of shade (Fig. 41), to which a 
certain number of objects are subjected in a and î. Te 
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a we adJ anotlier feature, subjected to the same influence, 
a the général impression of shade ; to S we 
add the saine feature, not subjected to 
I thla influence, and we hâve deepeued 
c effect of shade. Now, the princi- 
I pies by wliich we are to be guidcd in 
I the sélection of one or other of thèse 
! means are of great importance, and 
I must be developed before we can con 
clude tlie investigation of villa arclii 
tcctiire. Tlie impression produced bj 
a gi\'eii effect or influence dépends 
npon its degree and ils duratiou. De 
grée always meaiis the proportionate encrgy exerted 
Duration is either into time, or into space, or into both, 
The duration of colour is in space alone, foi-ming what 
is eotnmonly c-alled extent, The duration of sonnd ib 
in Bpace and time ; the space beiiig in the slze of the 
waves of air, whîch gîve depth to the tone. The duration 
of mental émotion is in time alone. Now, in ail influ- 
ences, as is the degree, so is the impression ; as is the 
duration, so is tlie effect of the impression ; that is, its per- 
manent opération upon the feelings, or the violence with 
■which it takes possession of our own facnlties and sensés, 
.as opptiscd to tlie abstract impression of its existence with- 
ont snch opération on onr own essence. For example, the 
natural tendeiicy of darkness or shade is, to indnce fear or 
luelancholy. Now, as the degree of the shade, so i& the 
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abstract impression of tlie existence of shade ; but, as tlie 
duration of shade, so is the fear of melancholy excited by 
it. Consequently, when we wish to increase the abstract 
impression of the power of any influence over objects with 
which we hâve no connexion, we must increase degree ; 
but, when we wish the impression to produce a permanent 
efifect upon ouraelves, we must increase duration. Now, 
degree is always increased by contrast, and duration by 
assimilation. A few instances of this will be suflicient. 
Blue is called a cold colour, because it induces a feelîng 
of coohiess to the eye, and is niuch used by nature in her 
cold effects. Supposing that we hâve painted a storm 
scène, in desolate country, with a single misérable cottage 
somewhere in front ; that we hâve made the atmosphère 
and the distance cold and blue, and wish to heighten the 
comfoi-tless impression. There is an old rag hanging out 
of the window : shall it be red or blue ? If it be red, the 
pièce of warm colour will contrast strongly with the atmo- 
sphère ; will render its blueness and chilliness immensely 
more apparent ; will inci ease the degree of both, and, 
therefore, the abstract impression of the existence of cold. 
But, if it be blue, it will bring the iciness of the distance 
up into the foreground ; will fill the whole visible space 
with comfortless cold ; will take away every relief frora 
the désolation ; will increase the duration of the influence, 
and, consequently, will extend its opération into the mind 
and feelings of the spectator, who will shiver as he looks. 
Now, if we are painting ^jpicture^ we shall not hesitate a 
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moment : in goes the red ; for the artist, while he wîshes 
to render the actual impression of the présence of cold in 
the landscape as stroug as possible, does not wish that 
chininess to pass over into, or affect, the spectator, but en- 
deavoiirs to make the combination of colom» as delightf ul 
to his eye and f eelings as possible.* But, if we are paint- 
ing a 8ce7ie for theatrical représentation, where déception 
is aimed at, we shall be as decided in our proceeding on 
the opposite principle : in goes the blue ; for we wish the 
idea of cold to pass over into the spectator, and make him 
so uncomfoiiable as to permit his fancy to place him dis- 
tinctly in the place we désire, in the actual scène. Again, 
Shakspeare has been blamed by some f ew critical asses for 
the raillery of Mercutio, and the humour of the nurse, in 
Eomeo and Juliet ; for the fool in Lear ; for the porter in 
Macbeth ; the grave-diggers in Hamlet, &c. ; because, it 
is said, thèse bits interrupt the tragic feeling. No such 
thing; they enliance it to an incalculable extent; they 
deepen its degree^ though they diminish its duration. 
And what is the resuit ? that the impression of the agony 
of the individuals brought before us is far stronger than 
it could otherwise hâve been, and our sympathies are 
more forcibly awakened ; while, had the contrast been 
wanting, the impression of pain would hâve corne over in- 
to ourselves ; our selfish feeling, instead of our sympathy, 
would hâve been awakened ; the conception of the grief 

* This différence of principle is one leading distinction between the 
artist, properiy so called, and the scène, diorama, or panorama paintex. 
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of others dîminished ; and the tragedy would hâve made 
us very uncomfortable, but never hâve melted us to tears, 
or excited us to indignation. When he, whose merry and 
satirical laugh rung in our ears the moment bef ore, f aints 
before us, with " A plague o' both your houses, they hâve 
made worms' méat of me," the acuteness of our feeling is 
excessive : but, had we not heard the laugh before, there 
would hâve been a duU weight of melancholy impression, 
which would hâve been painf ul, not affectîng. Hence, we 
see the grand importance of the choice of our means of 
enhancing effect ; and we dérive the simple rule for that 
choice ; namely, that, when we wish to increase abstract 
impression, or to call upon the sympathy of the spectator, 
we are to use contrast ; but, when we wish to extend the 
opération of the impression, or to awaken the selfish feel- 
îngs, we are to use assimilation. 

This rule, however, becomes complicated where the 
f eature of contrast is not altogether passive ; that is, where 
we wish to give a conception of any qualities inhérent in 
that f eature, as well as in what it relieves ; and, besides, 
it is not always easy to know whether it will be best to 
increase the abstract idea, or its opération. In most cases, 
energy, the degree of influence, is beauty ; and, in many 
the duration of influence is monotony. In others, dura- 
tion is sublimity, and energy painf ul : in a f ew, energy 
and duration are attainable and deliglitf ul together. It ia 
impossible to give rules for judgment in every case ; but 
the foUowing points must always be observed : — 1. When 
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we lise contrast, it mnst be natiiral, and likely to occur 
Tlms, the contrast in tragedy is tlie natural conséquence 
of the cliaracter of hum an existence : it is what we see 
and feel every day of oiir lives. When a contiust is un- 
naturalj it destroys the eflFect it should enhance. Canning 
called on a French rcfugce in 1794:. The convei-sation 
naturally turned on the exécution of the queen, then a 
récent event. Overcome by his feeh'ngs, the Parisian 
tln'cw himself upon tlie ground, exclaiming, in an agony 
of teai-s, " La bonne reine ! la pauvre reine I " Presently 
he sprang up, cxclaiming, " Cependant, Monsieur, il faut 
vous faire voir mon petit chien danser." This contrast, 
thongh natural in a Parisian, was unnatural in the nature 
of things, and therefore injurions. 

2dly. Wlien the gênerai influence, instead of being 
external, is an attribute or energy of the thing itself. so 
as to bestow on it a permanent character, the contrast 
which is obtained by the absence of that character is in- 
jurions and becomes what is called an interruption of the 
unity. Thus, the raw and colorless tone of the Swiss 
cottage, noticed at page 36, is an injurions contrast to the 
richness of the landscape, which is an inhérent and ne- 
cessary energy in surrounding objects. So, the character 
of Italian landscape is curvilinear ; therefore, the outline 
of the buildings entering into its composition raust be 
arranged on curvilinear principles, as investigated at page 
130. 

3dly. But, if the pervading character can be obtained 
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in the single object by différent means, the contrast will 
be deliglitful. Thus, the élévation of character wliicli 
the hill districts of Italy possess by the magnijBcence of 
their formSj is transmitted to the villa by its dignity of 
détail, and simplicity of outline; and the rectangular 
interruption to the curve of picturesqne blue country, 
partaldng of the nature of that which it interrupts, is a 
contrast giving relief and interest, while any Elizabethan 
acute angles, on the contrary, vrould hâve been a contrast 
obtained by the absence of the pervading energy of the 
universal curvilinear character, and therefore improper. 

4thly. Wlien tlie gênerai energy, instead of pervading 
simultaneously the multitude of objects, as with one 
spirit, is independently possessed and manifested by every 

Fig. 42. 





Fig. 43. 
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individual object, the resuit is répétition, not nnity : and 
contrast is not merely agreeable, but necessary. Thus, 
m Fig. 42, the number of objects, forraing the Une of 
beauty, is pervaded by one simple energy ; but in Fig. 43 
that energy is separately manifested in each, and the 
resuit is painful monotony. Parallel right lines, without 
grouping, are always liable to this objection; and, there- 
fore, a distant view of a flat country is never beautiful, 
unless its horizontals are lost in richness of végétation, 
as in Lombardy; or broken with masses of forest, or 
witli distant hills. If none of thèse interruptions take 
place, there is immédiate monotony, and no introduction 
can be more delightf ul than such a tower in the distance 
as Strasburg, or, indeed, than any architectural combi- 
nat ion of verticals. Peterborough is a beautiful instance 
of such an adaptation. It is always, then, to be remem- 
bered that répétition is not assimilation. 

5tlily. When any attribute is necessarily beautiful, 
tliat is, beautiful in every place and circumstance, we 
need liardly say that the contrast consisting in its absence 
is painful. It is only when beauty is local or accidentai 
that opposition may be employed. 

6thly. The edge of ail contrasts, so to speak, should 
be as soft as is consistent with décisive effect. We niean, 
that a graduai change is better than instantaneous 
transfiguration; for, though always less effective, it is 
more agreeable. But this must be left very much to the 
judgment. 
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7thly. We must be very careful in ascertaîning 
wliether any given contrast is obtaîned by freedom from 
externalj or absence of internai, energy, for it is often 
a difficult point to décide. Thus, the peace of the Alpine 
valley might, at first, seem to be a contrast caused by 
the want of the character of strength and sublimity 
manif ested in the hills ; but it is really caused by the 
freedom from the gênerai and external influence of vio- 
lence and désolation. 

Thèse, then, are principles applicable to ail arts, with- 
out a single exception, and of particular importance in 
painting and architecture. It will sometimes be found 
that one rule comes in the way of another; in which 
case, the most important is, of course, to be obeyed ; but, 
in gênerai, they will afford us an easy means of arriving 
at certain results, when, before, our conjectures must 
bave been vague and unsatisfactory. We may now 
proceed to détermine the most proper foTTïi for the 
mountain villa of England. 

We must first observe the prevailing lines of the near 
hills : if they are vertical, there will most assuredly be 
monotony, for the vertical lines of crag are never grouped, 
and accordingly, by our fourth rule, the prevailing lines 
of our édifice must be horizontal. In Fig. 44, which is 
a village half-way up the Lake of Thun, the tendency of 
the hills is vertical; this tendency is repeated by the 
buildings, and the composition becomes thoroughly bad : 
but, at p. 92, Fig. 27, we hâve the same vertical ten- 
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deiiey in tho hills, while tlie gi-aiid Unes of tlie buildings 

are horizontal, and tlie eoinpcisitîuii is good. But, if tho 

Fig. 44 




prevailing lînes of the near hills be curved (and they 
will be eitber curved or vertical), we miist not înterriipt 
their charatiter, for the energy is then pervading, not in- 
dividual ; and, therefore, our édifice nmat bc rectangular. 
In both cases, therefore, the grand outline of the villa ia 
the Baine ; but in the one we hâve it set off by contrast, 
in the otiier by assimilation ; and we muBt work ont in 
tlio architecture of each édifice the princîple on which 
we bave begnn. Commenciiig with that in which we 
are to work by contrast: the vertical crags must be the 
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resiilt of violence, and the influence of destruction, of 
distortion, of torture, to speak strongly, must be évident 
in their every line. We free the building from this in- 
fluence, and give it repose, gracef ulness, and ease ; and 
v^e hâve a contrast of feeling as well as bf line, by which 
the désirable attributes are rendered évident in both 
objects, while the duration of neither energy being 
allowed, there can be no disagreeable effect upon the 
spectator, who will not shrink from the terror of the 
crags, nor feel a want of excitement in the gentleness of 
the buildijig. 

2dly. Solitude is powerful and évident in its effect on 
the distant hills, theref ore, the effect of the villa should be 
joyous and life-like (not flippant, however, but serene) ; 
and, by rendering it so, we shall enhance the sublimity of 
the distance, as we showed in speaking of the Westmore- 
ïand cottage ; and, therefore, we may introduce a number 
of Windows with good effect, provided that they are kept 
m horizontal lines, and do not disturb the repose which we 
hâve shown to be necessary. 

Thèse three points of contrast will be quite enough : 
there is no other external influence from which we can 
free the building, and the pervading energy must be com- 
municated to it, or it will not harmonize with our f eelings ; 
therefore, before proceeding, we had better détermine how 
tliis contrast is to be carried out in détail. Our lines are 
to be horizontal ; then the roof must be as flat as possible. 
We need not think of snow, because, however much we 
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niay slope tlie roof, it will not slip oflf from the material 
wliich, hère, is tlie oiily proper oue ; and the roof of the 
cottage is always very flat, which it would not be if there 
were any inconvenieiice attending such a form. But, for 
the sake of the second contrast, we are to hâve gracefiil- 
iiess and case, as well as horîzontality. Then we must 
break the Une of the roof into différent élévations, yet not 
inaking the différence great, or we shall hâve visible verti- 
cals. And this must not be donc at random. Take a flat 
line of beauty, a d^ Fig. 45, for the length of the édifice. 

Fiff. 45. 
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Strike a h horîzontally from a, c d from d ; let fall the 
verticals-; make c/^equal m ti, the maximum ; and draw 
hf. The curve should be so far continued as that hf 
shall heto G d ^.^ G dto ah. Then we are sure of a beau- 
tifully proportioned form. Much variety may be intro- 
duced by using différent curves; joining paraboles wîth 
cycloids, &c. : but the use of curves is always the best mode 
of obtaining good forms. Further ease may be obtained 
by added combinations. For instance, strike another 
cui-ve {(i q h) through the flat line a J / bisect the maxi- 
mum V 2>j draw the horizontal r s, (observing to make the 
largest maximum of this curve towards the smallest maxi- 
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muin of the great curve, to restore tlie balance), join r ^, 
8 J, and we hâve anotlier modification of the same beautiful 
form. This may be donc in either side of the building, 
but not in both. Then, if the fiât roof be still found 
monotonous, it may be interrupted by garret Windows, 
which must not be gabled, but turned with the curve a J, 
whatever that may be. This will give instant humility to 
the building, and take away any vestiges of Italian charac- 
ter which might hang about it, and which would be wholly 
out of place. The Windows may hâve tolerably broad 
architraves, but no cornices ; an ornament both haughty 
and classical in its effect, and, on both accounts, improper 
hère. They should be in level lines, but grouped at 
unequal distances, or they will hâve a formai and artificial 
air, unsuited to the irregularity and freedom around them. 
Some f ew of them may be arched, however, with the curve 
a J, the mingling of the curve and the square being very 
graceful. There should not be more than two tiers and 
the garrets, or the building will be too high. 

So much for the gênerai outline of the villa, in which 
we are to work by contrast. Let us pass over to that in 
which we are to work by assimilation, before speaking of 
the material and color which should be common to both. 

The grand outline must be designed on exactly the same 
principles ; for the curvilinear proportions, which were 
opposition before, will now be assimilation. Of course, we 
do not mean to say that every villa in a hill country should 
hâve the form ah c d ; we should be tired to deatli if they 
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liad : but we briiiiç forward tliat fonn, as an example of 
the agreeal)le resuit oî tlie priiici[)les on whicli we should 
ahvays work, but wliose resuit sliould be the same in no 
two cases. A modification of that fonn, however, will 
f requently be found usef ul ; for, under the dépression hf, 
we may hâve a hall of enti-ance and of exercise, which is 
a requisite of extrême importance in hill districts, where 
it rains three liours ont of four ail the year round ; and 
under c d we may hâve the kitchen, servants' rooms, and 
coach-house, leaving the large division quiet and comfort- 
able. 

Then, as in the curved country there is no such distor- 
tion as that before noticed, no such évidence of violent 
agency, we need not be so caref ul about the appearance of 
perfect peace, we may be a little more dignified and a 
little more classical. The Windows may be symraetrically 
arranged ; and, if there be a blue and undulating distance, 
the upper tier may even hâve cornices ; narrower archi- 
traves are to be used ; the garrets may be taken f rora the 
roof, and their inmates may be accommodated in the other 
side of the house ; but we must take care, in doing this, 
not to become Greek. The material, as we shall see pies- 
ently, will assist us in keeping unclassical; and not a 
vestige of column or capital must appear in any part of 
the édifice. AU should be pure, but ail should be Eng- 
lisli ; and there should be hère, as elsewhere, much of the 
utilitarian about the whole, suited to the cultivated coun- 
try in which it is placed. 
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It will never do to be spéculative or Imaginative in our 
détails, on the supposition that tlie tendency of fine scen- 
ery is to make everybody Imaginative and enthusiastic. 
Enthiisîasm lias no business with Tiirkey carpets or easy 
chairs ; and the very préparation of comf ort for the body, 
which the existence of the villa supposes, is inconsistent 
with the supposition of any excitement of mind : and this 
is another reason for keeping the domestic building in 
richly productive country. Nature has set aside her sub- 
lime bits for us to f eel and think in ; she has pointed out 
lier productive bits for us to sleep and eat in ; and, if we 
sleep and eat amongst the sublimity, we are brutal ; if we 
poétise amongst the cultivation, we are absurd. There 
are the time and place for each state of existence, and we 
should not jurable that which Nature has separated. She 
has addressed herself, in one part, wholly to the mind, 
there is nothing for us to eat but bilberries, nothing to 
rest upon but rock, and we hâve no business to concoct 
pic-nics, and bring cheese, and aie, and sandwiches, in 
baskets, to gratify our beastly natures, where Nature 
never intended us to eat (if she had, we needn't hâve 
brought the baskets). In the other part, she has provided 
for our necessities ; and we are very absurd, if we make 
ourselves fantastic, instead of comfortable. Therefore, 
ail that we ought to do in the hill villa is, to adapt it for 
the habitation of a man of the highest faculties of percep- 
tion and feeling ; but only for the habitation of hîs hours 

of common sensé, not of enthusiasm ; it must be liis dwel- 
10 
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ling as a man, not as a spirit ; as a tliiug liable to decay, 
not as an eternal energy; as a perishable, not as an 
immortal. 

Keeping, then, in view tliese distinctions of form be- 
tween the two villas, the remaining considérations relate 
equally to both. 

We hâve several times alluded to the extrême rîchness 
and variety of hill foregronnds, as an internai energy to 
which there must be no contrast. Kawness of colonr is to 
be especially avoided, but so, also, is poverty of effect. It 
will, theref ore, add miich to the beauty of the building, if, 
in any conspicuous and harsh angle or shadowy naoulding, 
we introduce a wreath of carved leaf-work, in stone, oï 
course. This sounds startling and expensive ; but we are 
not thinking of expense : what ought to be, not what can 
be afforded, is the question. Besides, when ail expense in 
shamming castles, building pinnacles, and ail other f antas- 
tieisms, lias been shown to be injurions, that which other- 
wise would hâve been wasted in plaster battlements, to do 
harm, may surely be devoted to stone leaf âge, to do good. 
Now, if there be too much, or too conspicuous, omament, 
it will destroy simplicity and humility, and everything 
wliich we hâve been endeavouring to get ; therefore, the 
architect must be caref ul, and had better hâve immédiate 
recourse to that natural beauty with which he is now en- 
deavouring to assimilate. Wlien Nature détermines on 
decorating a pièce of projecting rock, slie begins witli the 
bold projecting surface, to which the eye is naturally 
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drawn by its form, and (observe how closely she works by 
the principles whicli were before investigated) she finîshes 
this with licliens, and mingled colonrs, to a degree of deli- 
cacy, which makes ns feel that we never can look close 
enoiigh ; but she puts in not a single mass of form to at* 
tract the eye, more than the grand outline renders neces- 
sary. But, where the rock joins the ground, where the 
shadow falls, and the eye is not attracted, she puts in bold 
forms of omament, large leaves and grass, bunches of 
moss and heather, strong in their projection, and deep in 
their colour. Therefore, the architect mustacton precise- 
ly the saine principle : his outward surfaces he may leave 
the wind and weather to finish in their own way ; but he 
cannot allow îf ature to put grass and weeds into the shad- 
ows ; ergo^ he must do it hiraself ; and, whenever the eye 
loses itself in shade, wherever there is a dark and shai'p 
corner, there, if he can, ha should introduce a wreath of 
flower-work. The carving will be preserved from the 
weather by this very propriety of situation : it would hâve 
mouldered away, had it been exposed to the f uU drif t of 
the rain, but will remain safe in the crevices where it is re- 
quired ; and, also, it will not injure the gênerai effect, but 
will lie concealed until we approach, and then rise up, as 
it were, out of the darkness, to its duty ; bestowing on the 
dwellinors that finish of effect which is manifested around 
them, and gratifying the natural requirement of the mind 
for the same richness in the exécution of the designs of 
men, which it lias found on a near approach lavished so 
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abundantlj^, in a distant view subdued so beautifully into 
tlie large effects of tlie designs of nature. 

Of tlie ornament itself , it is to be observed that it îs not 
to be what is properly called architectural décoration 
(that which is " décorons," becoming, or suitable to) ; 
naniely, the combination of minor forms, which repeat 
the lines, and partake of the essence of tlie grand design, 
and carry out its meaning and life into its every member : 
but it is to be trne sculpture ; the presenting of a pui'e 
ideality of forin to tlie eye, which may give perfect con- 
ception, without the assistance of colour : it is to be the 
stoTie image of végétation, not botanically accnrate, 
iiideed, but sufficiently near to permit us to be sure of the 
intended flower or leaf. îfot a single line of any other 
kind of ornament should be admitted, and there should be 
more leaf âge than flower-work, as it is the more easy in 
its flow and outline. Deep relief need not be attempted, 
but the edges of the leaf âge should be clearly and deli- 
cately defined. The cabbage, the vine, and the ivy are 
the best and most beautiful leaves : oak is a little too stiflF, 
otherwise good. Particular attention ought to be paid to 
the ease of the stems and tendrils : such care will always 
be repaid. And it is to be especially observed, that the 
carving is not to be arranged in garlands or knots, or any 
other formalities, as in Gothic work ; bnt the stalks are to . 
rise out of the stone, as if tliey were rooted in it, and to 
fliiig theinselves down where tliey are wanted, disappear- 
ing again in light sprays, as if they were still growlng 
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AU thîs will requîre care in designing ; but, as we hâve 
said before, we can always do without décoration ; but, if 
we hâve it, it must be well done. It is not of the slightest 
use to économise ; every f arthing improperly saved does a 
shilling's worth of damage ; and that is getting a bargaîn 
the wrong way. When one branch or group balances 
another, they must be différent in composition. The same 
group may be introduced several times in différent parts, 
but not when there is correspondence, or the effect will be 
unnatural ; and it can hardly be too often repeated, that 
the omament must be kept out of the gênerai effect, must 
be invisible to ail but the near observer, and, even to him^ 
must not become a necessary part of the design, but must 
be sparingly and cautiously applied, so as to appear to 
hâve been thrown in by chance hère and there, as Nature 
would hâve thrown in a bunch of herbage, affording 
adomment without coneealment, and relief without inter- 
ruption. 

Sa much for form. The question of colour has already 
been discussed at some length, in speaking of the cottage ; 
but it is to be noticed, that the villa, from the nature of it& 
situation, gets the higher hills back into a distance which 
is three or four times more blue than any pièce of scenery 
entcring into combînatîon with the cottage ; so that more 
warmth of colour is allowable in the building, as well a? 
greater cheerfulness of effect. It should not look like 
stone, as the cottage should, but should tell as a building 
on the mind as well as the eye. White, therefore, is fre- 
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qiieiitly allowable in small qnantities, partîcularly on the 
border of a large and softly sliored lake, like AViDdermere 
and tlie fix>t of Locli Lomond; but creara-colour, and 
putty-coloiir, and the other varieties of plaster colour, are 
inexcusable. If more warnith is reqnired by the situation 
than the sun will give on white, the building should be 
darkened at once. A warni, rich grev is alwaA's beaiitiful 
in any place and under every circumstance ; and, in fact, 
unless the proprietor likes to be kept damp like a travelling 
codfish, by trees about his liouse and close to it (which, if 
it be white, lie must hâve, to prevent glare), such a grey is 
the only colour which will be beautif ul, or even innocent. 
The difîiculty is to obtain it ; and this naturally leads to 
the question of material. If the colour is to be white, we 
can hâve no omarnent, for the shadows would make it far 
too conspicuous, and w^e should get only taAvdriness. The 
simple forms may be executed in anything that will stand 
wet ; and the roofs, in ail cases, should be of the coarse 
slate of the country, as rudely put on as possible. They 
must be kept clear of moss and conspicuous végétation, or 
there will be an improper appearance of decay; but the 
more lichenous the better, and the rougher the slate the 
sooner it is coloured. If the colour is to be grey, we may 
use the grey primitive limestone, which is not ragged on 
the edges, without preparing the blocks too smoothly ; or 
the more compact and pale-coloured slate, which is fre- 
quently donc in Wcstmoreland ; and exécute the oma- 
ments in any very coarse dark marble. Greenstone is an 
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excellent rock, and bas a fine surface, but it is unraanage- 
able. The greyer granités may often be used with good 
effect, as well as the coarse porpbyrîes, when the grey is 
to be particularly warm. An outward surface of a loose 
block may be often tumed to good account in tuming an 
angle, as the colours whîch it lias contracted by its natural 
exposure will remain on it without inducing damp. It is 
always to be remembered, that he who prefers neatness to 
beauty, and who would hâve sharp angles, and clean sur- 
faces, in préférence to curved outlines and lîchenous 
colour, lias no business to live among hills. 

Such, then, are the principal points to be kept in view 
in the édifice itself . Of the mode of uniting it with the 
near features of foliage and ground, it would be utterly 
useless to speak : it is a question of infinité variety, and 
involving the whole theory of composition, so that it 
would take up volumes to develope principles sufficient to 
guide us to the resuit which the feeling of the practised 
eye would arrive at in a moment. The inequalities of the 
ground, the character and colour of those inequalities, the 
nature of the air, the exposure, and the conséquent fall of 
the light, the quantity and form of near and distant 
foliage, ail hâve their effect on the design, and should 
hâve their influence on the designer, inducing, as they do, 
a perfect change of circumstance in every locality. Only 
one gênerai rule can be given, and that we repeat. The 
house must not be a noun substantive, it must not stand 
by itself, it must be part and parcel of a proportioned 
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whole : it must not even be seen ail at once ; and lie who 
sees one end should feel tbat, f rom the given data, he can 
arrive at no conclusion respecting the other, yet be im- 
pressed with a feeling of a uni versai energy, pervading 
with its beauty of unanimity ail life and ail inanîmation, 
ail forma of stillness or motion, ail présence of silence or 
of Sound. 

Thus, then, we bave reviewed tbe most interesting ex- 
amples of existing villa architecture, and we bave ap- 
plied tbe principles derived from tliose exaraples to tbe 
landscape of our own (îountry. Tbrougbout, we bave 
endeavoured to direct attention to tbe spirit, ratber tban 
to tbe letter, of ail law, and to exbibit tbe beauty of tbat 
principle wbicb is enibodied in tbe line witb wbicb we 
bave beaded tbis concluding paper; of being satisfied 
witb national and natural forms, and not endeavouring to 
introduce tbe imaginations, or imitate tbe customs, of 
foreign nations, or of former times. AU imitation bas its 
origin in vanity, and vanity is tbe bane of arcliitecture. 
And, as we take leave of tbem, we would, once for ail, 
remind our Englisb sons of Sempronius "qui villas 
attollunt marmore novas," novas in tbe full sensé of tbe 
Word, and wbo are setting ail Englisb feeling and ail 
natural principles at défiance, tbat it is only tbe hourgeois 
gentilhomme wbo will wear bis dressîng-gown upside 
down, " pai'ceque toutes les personnes de qualité portent les 
fleurs en en-bas." 

(krford^ October^ 1838. 
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WOKKS OF AET. 

Whether Works of Art may^ with Projyriety^ he corn- 
hined with the Svhlimity of Nature ; and what 
would he the raost approjpriate Situation for the pro- 
2>osed Monument to the Memory of Sir Walter Scott^ 
in Ediriburgh ? By Kata Phusik. 

The question which has been brought before the readers 
of the Architectural Magazine by W. is one of peculiar 
and excessive interest ; one in which no individual has any 
right to advance an opinion, properly so called, the mère 
resuit of his own private habits of feeling; but which 
should be subjected, as far as possible, to a fixed and un- 
doubted criterion, deduced f rom demonstrable principles 
and indisputable laws. Therefore, as we hâve been re- 
f erred to, we shall endeavour, in as short a space as pos- 
sible, to bring to bear upon the question those principles 
whose truth is either distinctly demonstrable, or generally 
allowed. 

The question résolves into two branches. First, whether 
Works of art may with propriety, be combined with the 
sublimity of nature. This is a point which is discussable 
by every one. And, secondly, what will be the most ap- 
propriate locality for the monument to Scott at Edinburgh. 
And this we think may be assumed to be a question 
interesting to, and discussable by, one-third of the educ& 

ted population of Great Britain : as that proportion is, in 
10* 
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ail probabîlity, acquaiiitcd witli the ups and downs of 
"Aiild Eeekie." 

For tlie first brandi of the question, we hâve to confess 
oui-sel ves altogether unable to conjecture what the editor of 
the Courant means by the phrase " works of art," in the 
paragraph at page 500. Its full signification embraces ail 
the larger créations of the architect, but it cannot be 
meaiit to convey such a meaning hère, or the proposition 
is purer nonsense than we ever encountered in print. Tet, 
in the very next sentence, our editor calls Nelson's Pillar 
a work of art, which is certainly a very original idea of 
his ; one which might give rise to curions conjectures rela- 
tive to the acceptation of the word " art " in Scotland, 
which hère would seein to be a condensed expression for 
" l'art de se faire ridicule." Ilowever, as far as we can 
judge from the gênerai force of the paragraph, he seems 
to mean only tliose works of art which are intended to 
convey a certain lesson, or impression, to the mihd, which 
impression can only be conséquent upon the full examina- 
tion of tlieir détails, and w^liich is therefore always want- 
ing when they are contemplated from a distance ; so that 
they become meaningless in a pièce of gênerai efFect.* 
AU monuments conie under tliis class of works of art, 
and to them alone, as beîng in the présent case the chief 
objects of investigation, our remarks shall be confined. 

* For instance, the obelisk on the top of Whitaw, mentîoned at p. 
502, is seen ail the way to Carlisle ; and, as nobody but the initiated can 
be aware of its signification, it looks like au iusane lamp-post in searoh 
of the picturesque. 



WORKS OF ART. 227 

Monuments are ref érable to two distinct classes : tliose 
which are intended to recall the memory of life, properly 
called monuments ; and those which are intended to in- 
duce vénération of death, properly called shrines or 
sepulchres. To the first we intrust the glory, to the second 
the ashes, of the dead. The monument and the shrine are 
Bometimes combined, but almost invariably, with bad 
effect ; for the very simple reason, that the honour of the 
monument rejoices ; the honour of the sepulchre moums. 
When the two f eelings corne together, they neutralise each 
other, and, therefore, should neither be expressed. Their 
nnity, however, is, when thus un expressed, exquisitely 
beautiful. In the floor of the church of St. Jean and 
Paul at Venice, there is a flat square slab of marble, on 
which is the word " Titianus." This is at once the monu- 
ment and the shrine ; and the pilgrims of ail nations who 
pass by f eel that both are efficient, when their hearts bum 
within them as thëy turn to avoid treading on the stone. 

But, whenever art is introduced in either the shrine or 
the monument, they should be lef t separate. For, again, 
the place of his repose is often selected by the individual 
himself, or by those w^ho loved him, under the influence 
of feelings altogether unconnected with the rushing glory 
of his past existence. The grave must always hâve a 
home f eeling about its peace ; it should hâve little con- 
nexion with the varions turbulence which has passed by 
for ever ; it should be the dwelling-place and the bourne 
of the affections, rather than of the intellect, of the liv 
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ing ; for tlie tlioiight and tlie reason cannot cling to the 
(liiRt, tliough tlie weak présence of involuntary passion 
fold its wings forever where its object went down into 
dîirkness. Tliat présence îs always to a certain degree 
iiioaningless ; that is, it is a mère clinging of the liuman 
soûl to the wrecks of its deh'glit, wîthout any definîte in- 
dication of piirpose or reflection: or, if the lingering 
iiear the ashes be an act ennobled by the higher thouglits 
of religion, those thonghts are conimon to ail mourners. 
Clainied by ail the dead, tliey need not be expressed, for 
they are not exclusively our own ; and, therefore, we find 
that thèse affections most coninionly manifest themselves 
nierely by lavishing décoration npon the pièce of archi- 
tecture ; whicli protects the grave f rom profanation and 
the sepulchre assumes a gênerai form of beauty, in whose 
rich décoration we perceive vénération for the dead, but 
nothing more, no varicty of expression or feeling. Priest 
and layman lie with their lif ted hands in semblance of the 
Rame repose ; and the gorgeous canopies above, wliile they 
address the luiiversal feelings, tell no taie to the intellect. 
]>ut the case is différent with the monument ; there we 
are addressiiig tlie intellectual powers, the memory and 
imagination ; everything sliould hâve a peculiar forcible 
mcaning, and architecture alone is thoroughly insipid, 
even in combination often absurd. The situation of the 
mémorial lias now become part and parcel of its expressive 
powor, a7id w(î can no longer allow it to be detcrmined 
by the affections: it must be judged of by a higher and 
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more certain criterion. That eriterion we shall endeavour 
to arrive atj observing, en passant^ that the proceeding of 
the committee, in requiring architects to fiirnish them 
with a design without knowing the situation, is about as 
reasonable as requirmg them to détermine two unknown 
quanti ties f rom one équation. If they want the " ready 
made " style, they had better go to the first stonemason's, 
and sélect a superfine marble slab, with "Affliction sore 
long time he bore, Physicians was in vain," &c., ready eut 
thereon. We could hardly liave imagined that any body 
of men could hâve possessed so extraordinarily minute a 
sum total of sensé. 

But to the point. The effect of ail works of art is two- 
fold ; on the mind and on the eye. First, we hâve to 
détermine how the situation is to be chosen, with relation 
to the effect on the mind. The respect which we enter- 
tain for any individual dépends in a greater degree upon 
our sympathy with the pervading energy of his character, 
than upon our admiration of the mode in which that 
energy manifests itself. That is, the fixed degree of in- 
tellectual power being granted, the degree of respect 
which we pay to its particular manifestation dépends 
upon our sympathy with the cause which directed that 
manifestation. Thus, every one will grant that it is a 
noble thing to win successive battles; yet no one ever 
admired Napoléon, who was not ambitions. So, again, 
the more we love our country, the more we admire 
Leonidas. This, which is our natural and involuntary 
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mode of estîmatiug excellence, is partly just and partiy 
iinjust. It is justj because we look to the motive ratlier 
tlian to the action ; it is uiijust, because we admire only 
those motives from whicli we feel tliat we ourselves act, 
or désire to act: yet, just or un just, it is the mode which 
we ahvays eniploy ; and, therefore, when we wish to ex- 
cite admiration of any given character, it is not enough to 
point to his actions or his writings, we must indicate as 
far as possible the nature of the ruling spirit which in- 
duced the deed, or pervaded the méditation. Now, this 
can never be donc directly; neither inscription nor alle- 
gory is sulhcient to inform the feelings of that which 
would most affect them ; the latter, indeed, is a dangeix)U8 
and doubtf ul expédient in ail cases : but it can frequently 
be donc indirectly, by pointing to the great first cause, to 
the nui^sing mother, so to speak, of the ruling spirit whose 
présence we would indicate ; and by directing the atten- 
tion of the spectator to those objects which were its guides 
and modifiei's, which became to it the objects of one or 
both of the universal and only moving influences of life, 
hope or love; which excited and. fostered within it that 
feeling which is the essence and glory of ail noble minds, 
indefinable except in the words of one who felt it above 
many. 

*' The désire of the moth for the star, 
Of the nig-ht for the morrow ; 
The dévotion to something afar 
From the sphère of our sorrow." 

Now, it is almost always in the power of the monument 
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to iiidîcate this first cause by its situation ; for tliat cause 
must hâve been somethiiig in liuman, or in inanimate, na- 
ture.* We can therefore always sélect a spot where that 
part of human or inanimate nature is most peculiarly 
manifestedj and we should always do this in préférence 
to selecting any scènes of celebrated passages in the indi- 
vidual's lif e ; for those scènes are in themselves the best 
monuments, and are injured by every addition. Let us 
observe a few examples. The monument to the Swiss 
who fell at Paris, defending the king, in 1790, is not in 
the halls of the Tuileries, which they fortified with their 
bodies ; but it is in the very heart of the land in which 
their faithfulness was tauglit and cherished, and whose 
children they best approved themselves in death: it is eut 
out in their native crags, in the midst of their beloved 
mountains ; the pure streams whose écho sounded in their 
eai*s for ever flow and slumber beside and beneath it ; the 
glance of the pui'ple glaciers, the light of the moving 
lakes, the folds of the crimson clouds, encompass, with 
the glory which was the nurse of their young spirits, and 
which gleamed in the darkness of their dying eyes, the 
shadowy and silent monument which is at once the em- 
blem of their fidelity and the mémorial of what it cost 
them. 

Again, the chief monument to Napoléon is not on the 

* If in divine nature, it is not a distinctive cause ; it occasioned not 
the peculiarity of the individual's character, but an approximation to 
that gênerai character whose attainment is perfection. 
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crest of the Pennîne Alps, nor by the tower of San Ju« 
liaiîo, nor on the lieiglits above which the sun rose on 
Austerlitz ; for in ail thèse j)lace8 it inust hâve been 
alone : but it is in the centre of the city of his dominion ; 
in the niidst of meii, in the motion of multitudes, wherein 
the varions and turbulent motives which guided his life 
are still workiug and moving and struggling through the 
mass of humanity ; lie stands central to the restless kîng- 
doni and capital, lookiiig down upon the nucleus of feel- 
ing and energy, upon the focus of ail light, within the 
vast dépendent dominion. 

So, again, tlio tomb of Shelley, which, as I tliink, is his 
only material monument, is in the " slope of green access " 
whose inhabitants " hâve pitched in heaven's smile their 
camp of death," and which is in the very centre of the 
natural light and loveliness which were his inspiration and 
his life ; and he wlio stands beside the grey pyi*amid in 
the midst of the grave, the city, and the wildemess, looking 
abroad upon the unimagiuable immeasurable glory of the 
heavcn and the earth, can alone understand or appreciate 
the power and the beauty of that mind which hère dwelt 
and hencîc departed. We hâve not space to show how the 
same priuciple is developcd in the noble shrînes of the 
Scaligcrs at Verona ; in the colossal statue of San Carlo 
Borromeo, above the Lago Maggiore ; and in the lonely 
tomb beside the mountain church of Arqua*: but we 

* We wish we could remember some instance of eqoal fitness in 
Britain, but we shrink from the task of investigation: for there rise 
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think enough has been said to sliow wbat we mean. Now, 
from this principle we deduce the grand primary rule : 
whenever the conduct or the writings of any individu al 
hâve been directed or inspired by feelings regarding man, 
let bis monument be among men ; whenever they bave 
been directed or inspired by nature, let natm*e be intrusted 
with the monument. 

Again, ail monuments to individuals are, to a certain 
extent, triumphant ; therefore, they must not be placed 
where nature has no élévation of character, except in 
a few rare cases. For instance, a monument to Isaac 
Walton would be best placed in a low green meadow, 
within sight of some secluded and humble village ; but, 
in gênerai, élévation of character is required. Hence it 
appears, that, as far as the feeling of the thing is con- 
cerned, works of art should be often combined with the 
bold and beautiful scenery of nature. Where, for in- 
stance, we would ask of the editor of the Courant^ would 
he place a monument to Virgil or to Salvator Kosa. We 
think bis answer would be very inconsistent with his 
gênerai proposition. There are, indeed, a few circum- 



np before our imagination a monotonous multitude of Immort al gentle- 
men, in nightshirts and bare f eet, looking violently ferocious ; with 
corresponding young ladies, looking as if they did not exactly know 
what to do with themselves, occupied in pushing laurel crowns as 
far down as they will go on the pericrania of the aforesaid gentle- 
men in nightshirts; and other young ladies expressing their perfect 
satisfaction at the whole proceeding by blowing penny trumpets in 
the rear. 
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stances, by wliich argument on the other sîde might be 
supported. For instance, in contemplating any mémorial, 
we are apt to feel as if it were weak and inefficient, 
nnless avc bave a sensé of its publicity ; but this w^-nt is 
aniply counterbalanced by a corresponding advantage : 
tlie public monument is pei*petually desecrated by the 
familiarity of unfeeling spectators, and palis gradually 
upon the minds even of those who révère it, becoming 
less impressive with the répétition of its appeals ; the 
secluded monument is unprofaned by careless contempla- 
tion, is sought out by those for whom alone it was erected, 
and found where the mind is best prepared to listen to its 
language. 

So mucli for the effect of monuments on the mind. We 
hâve next to détermine their effect on the eye, which the 
editor is chiefly thinking of when he speaks of the "finish of 
art." Ile is right so far, that gracef ul art will not unité with 
ungracef ul nature, nor finished art with unfinished nature, 
if such a thing exists ; but, if the character of the art be 
well suited to that of the given scène, the highest richness 
and finish that man can bestow will harmonise most beauti- 
fully with the yet more abundant richness, the yet more 
exquisite finish, which nature can présent. It is to be 
observed, however, that, in such combination, the art is 
not to be a perfect wliole ; it is to be assisted by, as it is 
associated with, concomitant circiimstances : for, in ail 
cases of effect, that wliich does not iucrease destroys, and 
that which is not usef ul is intrusive. Now, ail allegory 
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must be perfect in itself, or it is absurd; therefore, 
allegory caiinot be combîned with nature. This is one 
important and imperative rule.^ Again, Nature is never 
mechanical in her arrangements; she never allows two 
membei^ of a composition exactly to correspond : accord- 
ingly, in every pièce of art whicli is to combine, without 
gradations, with landscape (as must always be tlie case in 
monuments), we must not allow a multitude of sîmilar 
members ; the design must be a dignified and simple 
wliole. Thèse two rules being observed, there is hardly 
any limit to the variety and beauty of effect which may be 
attained by the fit combination of art and nature. For 
instance, we liave spoken already of the monument to the 
Swîss, as it affects the mind ; we may again adduce it, as 
a fine address to the eye. A tall crag of grey limestone 
rises in a hollow, behind the town of Lucerne ; it is 
surrounded with thick foliage of varions and beautiful 
colour ; a small stream f ails gleaming through one of its 
fissures, and finds its way into a deep, clear, and quiet 
pool at its base, an everlasting mirror of the bit of bright 
sky above, that lightens between the dark spires of the 



* It is to be observed, however, that, if the surrounding features 
coiild be made a part of the allegory, their combination might be 
proper ; but this is impossible, if the allegorical images be false 
imaginations, for we cannot make truth a part of fiction : but, where 
the allegorical images are représentations of truth, bearing a hidden 
signification, it is sometimes possible to make nature a part of the 
allegory, and then we hâve good eflfect, as in the case of the 
Lucerne Lion above mentioned. 
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iippcrmost pines. Tliere is a deep and sliadowy hollow 
at tlie base oî the cliff, increased by the chisel of the 
Bciilpt* T ; and in the darkness of its shade, eut in the 
living rock, lies a dying lion, with its foot on a shield 
bearing the fleur-de-lis, and a broken lance in its side. 
Xow, let us imagine the same figure, placed as the editor 
of the CoxLvant would place it, in tlie market-place of the 
town, on a square pedestal just allowing room for its tail. 
Qiiery, hâve we not lost a little of the expression? We 
could multiply instances of the same kind without num- 
ber. The fountains of Italy, for instance, often break out 
among foliage and rock, in the niost exquisite combina- 
tions, bearing upon tlieir fonts lovely vestiges of ancient 
sculpture ; and the rich road-side crosses and shrines of 
Gerniany hâve also noble effect : but, we think, enough 
has beeii said, to show that the utmost finish of art is not 
inappropriate among the iiobler scènes of nature, especially 
where pensiveness is mixed with the pride of the monu- 
ment, its beauty is altogether lost by its being placed in 
the noise and tnmult of a city. 

But it must be allowed, that, however beautiful the 
combination may be, when well managed, it requires far 
more taste and skill on the part of the designer, than the 
mère association of architecture, and therefore, frona the 
want of such taste and skill, there is a far greater chance 
of our being offended by impropriety in the detached 
monument, than in that which is surrounded by architec- 
tural forms. And it is also to be observed, that menu 
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ments which are to form part of the sublimity as well as 
the beauty of a landscape, and to unité in gênerai and 
large etfects, require a strength of expression, a nobility of 
oiitlîne, and a simplicity of design, whicli very few archi- 
tects or sculptors are capable of giving ; and that, there- 
fore, in such situations they are nine tîmes out of ten 
injurions, not because there is anything necessarily impro- 
per in their position, but because there is much incongruity 
witli the particular design. 

So much for gênerai princîples. Now for the particular 
case. Edinburgh, at the first glance, appeai'S to be a city 
presenting an infinité variety of aspect and association, and 
embarrassing rather by rivalry, than by paucity of advan- 
tage : but, on doser considération, every spot of the city 
and its environs appears to be affected by sonie degrading 
influence, which neutralizes every effect of actual or his- 
torical interest, and renders the investigation of the proper 
site for the monument in question about as difficult a prob- 
lem as could well be proposed. Edinburgh is almost the 
only city we remember, which présents not a single point 
in which there is not something striking and even sublime ; 
it is also the only city which présents not a single point in 
whicli there is not something degrading and disgusting. 
Tliroughout its whole extent, wherever there is life there 
is filth, wherever there is cleanliness there is désolation. 
The new town is handsome f rom its command of the sea ; 
but it is as stupid as Pompeii without its réminiscences. 
Tiie old town is delicious in life and architecture and asso» 
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(•iîitioiij but it îs one great opeii common sewer. The rocka 
of the castle are noble in tliemselves, but they guide the 
eye to barracks at tlie top and eauliflowers at the bottorti ; 
tlie Calton, though commanding a glorious group of city, 
mountain, and océan, is suspended over the very jaws of 
perpetually active chimneys ; and even Arthur's seat, 
tliough fine in form, and clean, which is saying a good deal, 
is a inere heap of black cinders, Vesuvius without îts 
vigour or its vines. Xevertheless, as the monument is to 
be at Edinbui-gh, we mnst do the best we can. The first 
question is, Are we to hâve it in the city or the country ? 
and, to décide this, we niust détermine which was Scott's 
ruling spirit, the love of nature or of man. 

llis descriptive pièces are univei*sally allowed tobe lively 
and characteristic, but not fii*st rate ; they hâve been far 
excelled by many writei-s, for the simple reason, that Scott, 
while he brings his landscape clearly before his reader'a 
eyes, puts no soûl into it, when he has done so ; while 
other poets give a meaning and a humanity to every part 
of nature, which is to its loveliness what the breatliing 
spirit is to the human countenance. We hâve not space 
for quotations, but any one may understand our meaning, 
who will compare Scott's description of the Dell of the Greta, 
in lioJceby, with the speech of Béatrice, beginning "But I 
i-eniember, two miles on this side of the fort," in Act iiî. 
Scène 1 of the Cenci / or who will take the trouble to 
compare caref ully any pièce lie chooses of Scott's proudcst 
description, with bits relating to similar sceneiy in Oole- 
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ridge, or Shelley, or Byron (thougli the latterîs not so fîrst 
rate in description as in passion). Now, in his descriptions 
o£ some kinds of huraan nature, Scott bas never been sur- 
passed, and therefore it miglit at first appear that his 
influence of inspiration was in man. Not so ; for, when 
such is the case, nationality has little power over the 
author, and he can usui*p as he chooses the feelings of the 
inhabitants of every point of earth. Observe, for instance, 
how Shakespeare becomes a Yenetian, or a Roman, or a 
Greek, or an Egyptian, and with equal facility. Kot so 
Scott ; his peculîar spirit was that of his native land ; 
therefore, it related not to the whole essence of man, but 
to that part of his essence dépendent on locality, and there- 
fore, on nature.* The inspiration of Scott, therefore, was 
derived from nature, and fed by mankind. Accordingly, 
his monument mnst be amidst natural scenery, yet wdthin 
sight of the works and life of men. 

Tliis point being settled saves us a great deal of trouble, 
for we raust go ont towards Arthur's Seat, to get anything 
of country near Edinburgh, and thus our spéculations are 
considerably limited at once. The site recommended by 
W. naturally occurs as conspicuous, but it has many dis- 
advantages. In the first place, it is vain to hope that any 
new érection could exist, without utterly destroying the 
effect of the ruins. Thèse are only beautif ul from their 

* Observe, the ruling spirit may arise ont of nature, and yet not 
limit the conception to a national character ; but it never so limita 
the conception, unless it has arisen out of nature. 
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situation, Lut tliat gitiiation is particiilarly good. Scen 
fruiii tlie wcst iii i)articiilar (Fif^. 46), tlie composition is 




exti-aordiiiariiy Bcieiitifie ; tlie group beginniiig witli the 
conc;a\-o swcep oti tho l'iglit, risiug up tbe broken craga 
wlii»;h fonn tlic siiiniiiit, aiitl givc eharauter to the maas; 
then the towcr, whiuli, liad it l)ecn ou the highest point, 
would hâve occasioncd rigidity aiid forraality, projectîng 
froin the ilaiik of tlie mouitd, aiid yet keeping its rank as 
a pi'iumry objcct, by risiug Iiigher than tbe summit itself ; 
fiiially, tlie bold, bmad, aud brokcn eurve, sloping dowii to 
tho basait crags tbat support the wbolc, aud foruiiiig tbe 
Fig. 47. large bi'aiich of tlie great ogee curve 

/ ' {Fig. 4(i), fi-om o to J. Now, we def? 
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■ the best archîtect in tlie world, to add anything to this bit 
of composition, and not to spoil it. 

Again, W. says, iirst, tliat the monument " could be 
placed 80 as to appear quite distinct and nnconnected " 
with the ruins ; and, a few lines below, he says, that ita 
effect will be " taken in connexion with the ruins." Now, 
though Charles Lamb says that second thoughts are not 
best, with W. they very certainly are ; the effect would, 
without doubt, be taken in very close connexion with the 
ruins, rather too close, indeed, for the comfort of either 
monument : both would be utterly spoiled. Nothing in 
the way of elevated architecture will harmonise with ruin, 
but ruin : évidence of présent humble life, a cottage or 
pigsty, for instance, built up against the old wall, is often 
excellent by way of contrast, but the addition or association, 
of high architecture is total destruction. 

But suppose we were to throw the old chapel down, 
would the site be fit for Scott i Not by any means. It is 
conspicuous certainly, but only conspîcuous to the London 
road, and the Leith glass-houses. It is visible certainly 
from the Calton and the Castle : but, from the first, barely 
distinguishable from the huge, black, overwhelming cliff 
behind ; and, from the second, the glimpse of it is slight 
and unimportant, for it merely peeps out from behind the 
rise to Salisbury Crags, and the bold mound on which it 
stands is altogether concealed ; while, from St. Leonard's 
and the south approaches, it is quite invisible. Then for 
the site itself , it is a piecç of perf ect désolation ; a lonely 
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crag of broken basait, covered witli black débris, whîch 
hâve fallen from tîme to tîme f rojn tlie cliffs above, and 
lie in massive and weedy confusion along the flanks and 
brow of the hill, presenting to the near spectator the po- 
rous hollows, and scoriaceous lichenless surface, whîchi he 
scarcely dares to tread on, lest he should find it yet scorch- 
ing from its créative fires. This is, indeed, a scène well 
adapted for the grey and shattered ruins, but altogether 
unfit for the pale colours and proportioned form of any 
modem monument. 

Lastly, suppose that even the actual site were well 
cliosen, the huge and shapeless cliff immediately above 
would crush almost any mass of good proportion. The 
ruins themselves provoke no comparison, for they do not 
prétend to size, but any colossal figure or column, or any 
fuUy proportioned architectural form, would be either 
crushed by the cliff, or would be totally ont of proportion 
with the mound on which it would stand. 

Thèse considérations are sufficient to show that the site 
of St. Anthony's Chapel is not a good one ; but W. may 
prove, on the other hand, that it is diÉBcult to find a better. 
Were there any such lonely dingle scenery hère as that of 
Ilawthornden, or any running water of any kind near, 
something might be done ; but the sculptor must be bold 
indeed, who dares to deal with bare turf and black basait 
The only idea which strikes us as in the least degree tole- 
rable is this ; where the range of Salisbury Crags gets low 
and broken, towards the north, at about the point of equal 
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élévation wîth St. Anthony's Chapel, let a bold and solid 
mass of mason-work be built ont from the cliff, in grey 
stone, broken like natural rock, rising some fonr or five 
f eet above the brow of the crag, and sloping down, not too 
steeply, into the bank below. This must be built fairly 
into the clifif to allow for disintegration. At the foot of 
this, let a group of figures, not more than five in number, 
be carved in the solid rock, in the dress of Border shep- 
herds, with the plaid and bonnet (a good costume for the 
sculptor), in easy attitudes ; sleeping perhaps, reclinîng at 
any rate. On the brow of this pedestal, let a colossal 
figure of Scott be placed, with the arms folded, looking 
towards the castle. 

The first advantage of this disposition will be, that the 
position of the figure will be natural ; for if the fancy en- 
dow it wîth life, it will seem to stand on the brow of the 
cliff itself, loooking upon the city, while the superior 
élévation of the pedestal will nevertheless keep it dis- 
tinctly a statue. 

The second advantage is, that it will be crushed by no 
Bupereminent mass, and will not be among broken ruina 
of fallen rocks, but upon the brow of a solid range of 
hill. 

The greatest advantage will be the position of the figure 
with relation to the scènes of Scott's works. Holyi'ood 
will be on its right ; St. Leonard's at its f eet ; the Canon- 
gate, and the site of the Ileart of Mid-Lothian, directly in 
front ; the Castle above ; and, beyond its towers, right in 
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the apparent glance of the figure, will be the plaini of Stîr- 
lîng and the distant peaks of the Highland Hills. The 
figure will not be distinctly visible frora the London road, 
but it will be in f ull view from any part of the city ; and 
there will be very f ew uf Scott's works, from some one of 
the local ities, of wliich the spectator may not, with a suffi- 
ciently good glass, discem this monument. 

But the disadvantages of the design are also manifold. 
First, the statue, if in marble, will be a hai'sh interruption 
to the colour of the clifFs ; and, if in grey stone, must be 
of coarse worknianship. Secondly, whatever it is worked 
in, must be totally exposed, and the abominable Scotch 
climate will ainiise itself by drawing black streaks down 
each side of tlie nose. One caunot speculate hère as in 
Italy, wliere a marble Cupid might face wind and weather 
for years, without damage accruing to one dimple ; the 
Edinburgh climate would undermine the constitution of a 
colossus. Again, the pedestal must necessarîly be very 
high ; even at the low part of the cliffs, it would be, we 
suppose, 40 or 50 feet : then the statue must be in propor- 
tion, say 10 or 12 feet high. Now, statues of this size are 
almost always awkward ; and people are apt to joke iipon 
thcm, to speculate upon the probable efifect of a blow from 
their fists, or a shake of their hand, etc., and a monument 
should never induce feelings of this kind. In the case of 
tlie statue of San Carlo Borromeo, which is 72 feet high 
without the pedestal, people forget to wliom it was erected, 
in the joke of getting intoits skull, and looking ont at itti eye. 
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Lastly, in ail monuments of thîs kind, there îs generally 
some slight appearance of affectation ; of an effort at the- 
atrical effect, which, if the sculptor has thrown dîgnity 
enongh into the figure to reach the effect aimed at, is not 
offensive ; but, if he fails, as he often will, beeomes ridi- 
culous to some miiids. and paînf ul to others. None of this 
forced sentiment would be apparent in a monument placed 
in a city ; but for what reason ? Because a monument so 
placed has no effect on the feelings at ail, and therefore 
cannot be offensive, because it cannot be sublime. When 
carriages, and diist-carts, and drays, and muflin-men, and 
post-men, and foot-men, and little boys, and nursery -maids, 
and milk-maids, and ail the other noisy liviiig thiiigs of a 
city, are perpetually rumbliiig and rattling, and roaring* 
and crying, about the monument, it is utterly impossible 
*that it should produce any effect upon the mind, and there- 
fore as impossible that it should offend as that it should 
delight. It then beeomes a mère address to the eye, and 
vre may criticise its proportions, and its workmanship, but 
we ne ver can become filled with its feeling. In the iso- 
lated case, there is an innnediate imjDression pn^duced of 
some kind or other ; but, as it will vary with every indivi- 
dual, it must in some cases offend, even if on the average 
it be agreeable. The clioice to be made, therefore, is be- 
tween offending a few, and affecting none ; between sim- 
ply abiding the careless arbitration of the intellect, and 
daring the finer judgment of the heart. Surely, the monu- 
ment which Scotland erects in her capital, to her noblest 
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chîld, shonld appeal, not to the mechanîcal and cold per- 
ceptions of the braîn and eye, but to a prouder and pnrer 
criterion, the keen and quîck émotions of the ethereal and 
eiilîghtcniiig spirit. 
Oxford, OUober 20, 183a 
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